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Abstract 
The comics market has become a site of contestation in 
cultural production. In the production process of a comics 
magazine, there is an active negotiation between the 
producers and consumers on what is taken from outside and 
gi ven from wi thin. I thus propose that the production process 
served as a zone of contestation in where the struggle for 
hegemony unfolds. 
Through conducting research in the Beijing Publishing 
House, a state owned publication corporation, I intend to show 
how the contesting parties produce and consume Beijing 
Cartoon, a comics periodical published by the Beij ing 
Publishing House. I first define the parties involved (the 
Chinese Communist Party; the leaders in the Beijing 
Publishing House; editors of Beijing Cartoon, comics artists, 
parents and teachers and teenage readers) and then to show 
how each party voices its own concern. Though the editors 
may not agree with the leaders of the publishing house, the 
senior and junior comics artists have different perceptions 
over the development of local comics and the elders will argue 
with the i r teenage children, the opening of the market has 
weaken the power of the old generations. The young 
generations are now trying to empower themselves by endorsing 
the mode of free market competition. By invest igat ing the 
interact ion among those par t ic ipated parties,工 aim to show 
the contestation and negotiation within the production and 
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Chapter One: Introduct ion 1 
Chapter 1 
Introduction 
1.1 Scope of Study 
This research aims to study the contestation involved in 
the production process of a teenage periodical. As a summer 
intern of the Beijing Publishing House in 1997, I part icipated 
in the production processes of a comic periodical,. B e i j i n g 
Cartoon. 工 was shocked to discover that such a leading 
publishing house in China also produces readings very similar 
to Japanese manga! (¾¾) • As a form of imported youth or 
popular culture,工 i n i t i a l l y assumed the Chinese Communist 
Party would t reat Japanese comics as . sp i r i tual pollutants to 
the teenagers and i t would never introduce any kind of 
periodicals containing similar pic tor ia l formats. Since 
when has the government.been willing to publish this kind of 
entertainment magazines? By staying in the Beij ing Cartoon 
Department for two months in 1997, I bui l t my rapport with 
the editors, comics a r t i s t s and some of the comics fans. 工 
realized that teenage students nowadays are drawn to Japanese 
1
 Japanese word for comics, cartoon, caricature and animation. 
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comics and the establishment of B e i j i n g Cartoon (3b京卡通）was 
in fact in response to the increasing popularity of foreign 
comics, especially the Japanese ones. 
As a comics fan myself, I was interested in exploring the 
reasons of the emergence and the mission of B e i j i n g Cartoon, 
the production process and the contested par t ies involved. 
工 carried out the research from June to August of 1998 • Before 
tha t ,工 have spent a year collecting relevant data and 
familiarizing myself with people involved in the production 
and consumption of Beij ing Cartoon. The research highlights 
the contested nature of the production process of a teenage 
periodical . I t r e f lec t s the government‘s concern and how i t 
implements i t s in teres ts and addresses i t s concerns . Though 
many other studies assume a monolithic government, the 
children are also taking an active role in influencing the 
content of government propaganda. As Sharon Stephens 
i l l u s t r a t e s that "children are not empty vessels, waiting to 
be f i l l ed with adult values, but rather active, creative 
part icipants in society" (Stephens 1992:23) • By showing the 
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struggles between the younger generation and the older 
generation, the study also shows how hegemony operates and 
how state control is maintained, resisted, and subverted. 
From an ethnographic and cultural approach,工 sought an 
understanding of how different groups of people interpreted 
the emergence of foreign comics. In this project, I also made 
an attempt to outline the history of Chinese comics, to 
describe the styles of Chinese and Japanese comics, the social 
functions of comics and how these elements constituted and 
participate in the production and consumption of B e i j i n g 
Cartoon. 
1. 2 Literature Review 
Comics is one of the most popular media for children, 
teenagers and even adults. Previous media studies and 
anthropological research have concentrated on the content and 
effect of comics upon readers . As Martin Barker comments on 
the early comics studies that the sole sc ient i f ic in teres ts 
"are the amount of violence, and the amount of effect that 
violence has" (Barker 1989:6) . Barker shows that in the 
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academic community, people had put lo t s of e f fo r t in 
conducting quantitative' research on media e f f ec t s . He 
believes that 、、any discussion of mass media influence must 
involve ideas about ideology" and he thus studies the 
ideologies in comics rather than simply the content and ef fec t 
issues . 
Through studying the h is tor ica l development of comics in 
America, Paul Matthew McAllister summarizes that comics 
studies mainly f a l l into two in te l lec tua l camps. F i rs t ly , 
the ^cultural legitimation" perspective which seeks the 
function of comics in reproducing and ref lec t ing the s ta tus 
quo; secondlyA the ^cultural cri t icism" perspective that 
focuses on how comics mirror a p lu ra l i s t i c society through 
the aesthetic ta lents of their creators (McAllister 
1990:55-56). McAllister argues that the 
legit imation/cri t icism dichotomy ignores the complexity of 
the issues in comics. He further proposes that indust r ia l 
influences on comic book content are numerous, diverse, and 
at times contradictory. There are concerns involved that 
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some of which may encourage cultural cr i t ic ism at fundamental 
levels , while others can help to perpetuate the legitimation 
of domi-nant values and viewpoints. 
According to McAllister's categorization, N . S . Mansurov 
belongs to the legitimation perspective since he emphasizes 
the social functions of comics in educating the children in 
Soviet Union (Mansurov 1986:144-157). Mansurov 
demonstrates that children's l i t e r a tu re in the Soviet Union 
primarily serves tu i t ion purposes and involved instruct ion 
aimed at shaping the personality of a child. The direct ion, 
development and content of children's l i t e r a tu re are 
determined by the objectives laid down in party documents . 
Comics, as a re la t ively new medium, can help to transmit the 
civic qual i t ies such as collectivism, optimism and the love 
of ones' motherland to the young generation. However, 
Mansurov has oversimplified the negotiation that takes place 
in the sending and receiving of the dominant values in 
children 's l i t e ra tu re , or comics. Before the messages are 
sent to the children, there are struggles and tensions 
Chapter One: Introduct ion 
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involved in the production process, and there i s also the 
negotiation at the reception side by the children. 
In the cultural cri t icism perspective, Ronald Schmitt 
regards comics as one of the most marginalized of aesthet ic 
forms (Schmitt 1992:153-162), and Jeffrey A. Brown focuses 
on studying on the disempowered people in comics culture 
(Brown 199613 — 31) . Schmitt i l l u s t r a t e s that comics, 
popularity stems from the fact that they offer an a l ternat ive 
to, and escape from the ideology of the status quo . As Brown 
argues, comic fandom is associated with the tas te of the 
people who are subordinated by the socio-economic system that 
determines the social status of an individual within the 
general community. In order to negotiate one's own social 
position and to res i s t the tyranny of high culture, comic fans 
create their own rules for determining the worth and stature 
of popular texts . Both Schmidt' s and Brown's arguments imply 
a class issue in comic studies. As Pierre Bourdieu s ta tes 
in D i s t i n c t i o n : A Social C r i t i q u e of the Judgement of Taste 
(1984) , the notion of "good" tas te , social status and economic 
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posi t ion are i n t r i c a t e l y re la ted . Comics, as a marginalized 
a r t form, and comic fans as a group of deprived people s t r i ves 
to f ight against the "o f f i c i a l " culture natural ized by the 
e l i t e . 
However, the above cases are a l l discussed in the North 
American and European context, which may not apply to the 
other regions. In China, for example, only the people who 
have the economic means can afford to enj oy the pleasure and 
efttertainment derived from consuming comics. In Japan, 
manga i s almost an essent ia l consti tuent of dai ly Japanese 
l i f e , Comics appear weekly in more than 300 types of comics 
magazines that are published regular ly. Moreover, about 160 
paperback books, with completely new comic s to r i e s , are 
published each month (Loveday and Chiba 198 6) • The concerns 
about Japanese comics focus largely on sex and violence (It〇 
1995, Allison 1996, Schodt 1986, 1996). Kinko I to describes 
pornographic Japanese comic books for men which depict 
s tereotypical gender roles and closed一ups of women's body. 
Men are always depicted in f u l l control, seeking the ultimate 
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pleasure from women. It〇 concludes that comics function "as 
agents of social izat ion" to t ransfer sexist ideologies to the 
male,readers . Anne Allison also examines the sexual motifs 
in comics and animation . She mentions that comics, which are 
targeted to children, are often drawn from the males' point 
of view. Females are ei ther naked or eroticized at par t icu lar 
zones, such as the breast, genitals and buttocks. In view 
of the academic pressures exerted upon the children, Allison 
s ta tes that the mothers finds th is form of presentation 
re la t ive ly harmless and consider i t an acceptable forum of 
escapist le isure . Frederik L. Schodt adopts a ho l i s t i c 
approach in introducing the h is tor ica l developments of 
Japanese comics, the comic industry, the famous a r t i s t s and 
the i r works, as well as Japanese comics in the world. 
According to Schodt, Japanese comics are immensely popular 
in some Asian countries such as Thailand, Singapore f Hong Kong, 
Taiwan and China • In China, two of the l a tes t heroes are Osamu 
Tesuka
2




 Osamu Tesuka is a Japanese a r t i s t who is regarded as the God of Manga. 
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Jungle Tai tei
4
. The black-and-white Mighty Atomu ser ies 
became the f i r s t foreign animated TV series in China and aired 
in December 1980 (Schodt 198 6:158) • The t i e - i n products 
re la t ing to Mighty Atomu and Taitei have also been sold within 
a short period of time .and today children are s t i l l asking 
for more * 
Indeed, with the advancement of information technology 
and transportation, Japanese comics are able to reach every 
corner of the world and they are becoming increasingly 
appealing to the Asians. Marshall McLuhan proposes the 
concept of 、、gl〇balizati〇n" (McLuhan 1964) , which indicates 
the shrinking of a planet into a ^global vi l lage". Yet 
McLuhan has overestimated the implications of the 
technological explosion of transportation and communication : 
there can never be an equal flow or exchange of things between 
the nations with different economic status and po l i t i ca l 
3 Mighty Atomu i s one of the most famous science f ic t ion comics drawn by 
Osamu Tezuka. The story starred a l i t t l e boy robot with superpowers and 
human emotions who fights war and injust ice to maintain peace of the earth. 
4 J u n g l e T a i t e i i s another successful comic series drawn by Osamu Tezuka. 
The story concerns a l i t t l e white lion who fights against devil animals 
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power. Immanuel Wallerstein's world-system theory shows the 
domination of the core over the periphery (Wallerstein 1974 ) 
and makes us question any model of free flow of information. 
Arjun Appadurai further elaborates on the concept of core 
versus periphery. He believes that the interplay between the 
nat ion-sta tes i s in fact much more complex. There are 
disjunctures between the economy, culture and po l i t i c s . The 
global flows of people, money, technology, ideology and media 
have weakened the power of nat ion-states and led to the 
de te r r i to r i a l i za t ion between nation一states (Appadurai 
1997:1-27). 
In fact , the notion of globalization i s always contested 
and fu l l of contradictions. The Asian countries are 
inundated with Japanese comics and some of the s ta tes are 
accusing Japan of cultural imperialism and domination (Lent 
1995:185-198). In South Korea, despite being i l l ega l , 
Japanese comics have captured an estimated 7 0% of the market 
in 1994 (The Economist 1994:98-100). The South Korean 
and human beings, so as to preserve peace in the jungle. 
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government encourages Koreanization in order to shed Japanese 
influence . In China, people have lost in te res t in f e n g c i h u a 
(諷刺—畫）、〇2：, the old Chinese comics. The pirated Japanese 
comics
5
 appear to be overwhelmingly popular among teenage 
students, and th is has alarmed the government and local social 
groups. Mary Ann Farquhar suggests that the Chinese 
Communist Party has "succeeded in creating a col lect ive 
national popular will of moral and in te l l ec tua l leadership" 
(Farquhar 1995:156) ， By studying Chinese comics Sanmao 6 ( 三 
as texts , Farquhar reduces comics, as a form of popular 
culture, to a form of ideological control imposed from above . 
She focuses on the po l i t i ca l aspect and concludes comics as 
an area in which the Chinese Communist Party ^consciously bid 
for hegemony and not just rule' ' (Farquhar 1995:156). 工n fact , 
there are s t i l l many other areas which worth studying in 
Chinese comics . For examplef the social and economic impact 
5
 The. pirated Japanese comics are copied from translated Japanese comics 
from Hong Kong and Taiwan. These comics are sold without the permission 
of the Hong Kong and Taiwan publishers or the approval of the Chinese 
Communist government. 
6 Sanmao i s about an orphan named af ter the three hairs on his head. I t 
Chapter One: Int roduct ion 12 
on comics' production and consumption, as well as the 
struggles within. 
After the Open Door Policy in the 80s, a new ba t t l e has 
commenced between the domestically produced Chinese comics 
and the pirated Japanese comics • The young generation mostly 
prefers foreign comics while the older generation supports 
the Chinese comics . Comics r in contemporary cul tural forms, 
should not be treated simply as、、a production-oriented model 
of a manipulative mass culture imposed from above and a 
reception-oriented model of an expressive culture of the 
people" (Traube 1996:127). This research, aims to approach 
comics as a dialect between the producers and consumers . In 
a sate-sponsored periodical-Beij ing Cartoon, to ident i fy the 
par t ies involved in the production process and then to sort 
out the tensions between the part icipat ing par t ies . By 
seeing both production and consumption of comics as mixed and 
contradictory processes, i t is hoped that a new channel can 
be opened for further understanding of the contemporary 
was produced from 1935 to the post-Liberation period of China. 
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Chinese society. 
1. 3 Methodology 
I_carried out the fieldwork research from June to August 
of 1998 . Before conducting my f ie ld work in Beijing, I 
prepared and collected the data by studying the comics r 
documentsA newspapers and journals from cultural a r t i fac ts A 
writing l e t t e r s and sending emails to the editors and readers 
of B e i j i n g Cartoon. 
Comics and J o u r n a l s Revision.工 read a l l the Beij ing 
Cartoon periodicals from the f i r s t Issue (October 1995) to 
the current issue . From reading various sections of Beij ing 
Cartoon, i . e . the l e t t e r s to the editor, the discussion forum 
on Japanese and Chinese comics, the responses from the comic 
a r t i s t s and sidebars on the comic pages, I learned a great 
deal of background information and content about B e i j i n g 
Cartoon. This familiarized me with i t s style, mission, the 
changes in different issues in production and the tension 
between the readers and their elders (parents and teachers). 
This essential background knowledge allowed me to i n i t i a t e 
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discussions with the people concerned with the production of 
B e i j i n g Cartoon, as well as helped me to conduct interviews 
afterwards . 
Writing Le t t e r s and Sending Emails. When 工 was phys ica l ly 
absent from Beijing, I maintained continuous contact with the 
ed i tors , the comic a r t i s t s and the readers by writ ing l e t t e r s 
and sending emails . Through the editors‘‘ network,工 was able 
to v i s i t a few websites on the Internet in order to in t e rac t 
with more comic fans. Many of the computer or email users 
are univers i ty undergraduates . Moreover, there i s a section 
named "fans' file"(畫友槽案）which recru i t pen pals from 
B e i j i n g Cartoon. In order to es tabl ish a t r u s t f u l 
re la t ionship with my informants, I read through the complete 
pen-pals l i s t and then s tar ted writing l e t t e r s to a l l those 
in Beijing for the purpose of meeting and interviewing them. 
In the l e t t e r s , we exchanged information on our background, 
our in t e r e s t s in comics, the i r peers', parents ' and teachers ' 
a t t i t ude towards reading comics. 
Participant Observation. After spending the summer of 
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1997 as an intern in the Beij ing Cartoon Department of Beij ing 
Publishing House, I returned again in the following year and 
they_ accepted me as an M.Phil. student of Anthropology. 
Except for conducting interviews in the weekends or at nights, 
工 spent most of my time at the off ices of Beij ing Cartoon 
Department so as to observe the process of editing and 
publishing of a comic periodical. I acted as a par t ic ipat ing 
observer in that I stayed in the same offices with the editors , 
chatted with them during the lunch hours and ate the same food 
as they did. In fact , the editors were very supportive of 
my research that they Introduced many experienced comics 
pract i t ioners to me. As an outsider,工 also enjoyed the 
privilege of part icipating in various summer ac t iv i t i e s that 
were only reserved for the in—group people . These ac t iv i t i e s 
included Cartoon Art Festival 1998 (卡通藝射牙節） ,a national 
meeting of senior comic a r t i s t s and the leading figures in 
children's literature； the summer camp with the junior comics 
a r t i s t s ； the discussions between Beij ing Cartoon and readers, 
the Contemporary and O r i g i n a l Comics E x h i b i t i o n ( 當 代 連 環 漫 
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畫 原 作 展 ） h e l d in the Beijing Art Centre ( 北 京 藝 術 中 心 ） i n August 
1998 . Broadly speaking, B e i j i n g Cartoon mainly deals with 
two kinds of a r t i s t s : the senior ones who direct public 
opinion in assessing Chinese new comics and the young ones 
who submit comics to magazines as free-lance a r t i s t s . 
Through the part icipation of these ac t iv i t i e s , one can 
compare the rela t ive social status of the senior and the 
junior a r t i s t s , their opinion of the functions of comics, as 
well as their relationship with the editors of Beij ing Gart〇〇ri. 
In addition, those ac t iv i t i es were intentionally planned to 
promote the image of B e i j i n g Cartoon and also to establish 
a good relationship with part ies involved in the production 
process of Beij ing Cartoon. 工 was able to obtain lo ts of 
valuable information by part icipating in those ac t iv i t i e s and 
i t became an important source of my research data, 
Interviews. After learning in the f ie ld through revising 
the written materials and informal interviewing with the 
comics readers,工 applied purposive sampling to select the 
unit of analysis (people, journals, newspapers, conferences 
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and exhibitions) . I have conducted eight semi-structured 
interviews with the comics readers aging from fourteen to 
twenty and numerous informal interviews with the readers who 
vis i ted the Beij ing Cartoon Department in the summer holidays . 
Moreover, I have interviewed thirteen junior comics a r t i s t s 
through person-centred interviews (Levy and Hollan 
1998:333-364) and focus group discussion, By acquainting 
myself with the comics a r t i s t s and readers, I gained access 
to other domains such as their families and schools in further 
investigating the tension and contestation involved in the 
production process of Beij ing Cartoon. 
1 „ 4 Structure of the Thesis 
By understanding the production and consumption of a 
Chinese comic periodical , Beij ing Cartoonf I propose that 
Chinese comics is a "zone of contestation, a s i te where the 
struggle for hegemony unfolds" (Traube 1996) . In B e i j i n g 
Cartoon, different parties are contending for the power to 
construct the content of teenage periodicals and are debating 
the social functions of Chinese comics. My study attempts 
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to define and understand those par t ies (the Chinese Communist 
Party; leaders in the Beij ing Publishing House; edi tors of 
Beij ing Cartoon, comic a r t i s t s , parents and teachers and 
teenage readers) and to show how each party voices i t s own 
concerns. By invest igat ing the in teract ion among those 
par t ic ipa t ing par t ies ,工 aim to show the contestat ion and 
negotiation of both the production and consumption of a 
cul tura l product-comics with Chinese features . 
In Chapter two, I, trace the local his tory of old comics 
( f e n g c i h u a ) before and under the reign of the Chinese 
Communist Party. Comics used to serve as a tool for promoting 
government ideology and policy. Howeverf there was a 
loosening of ideological constraints brought about by 
economic reform in the new era : Japanese comics are immensely 
popular among the teenage students who are not buying Chinese 
comics which emphasize on ideological and moral education. 
By the la te 198 0s, comics have been grudgingly accepted as 
a permissible form of chi ldren 's l i t e r a tu r e and popular 
culture, largely because of the i r enormous economic poten t ia l . 
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Indeed, market forces have presented the greates t th rea t to 
the Chinese Communist Party's maintenance of ideological 
control over comics production. The c r i s i s led to the 
establishment of Beijing Cartoon in 1995f whereby the i r 
mission i s to help re ta in ideological control through 
advocating Chinese comics. Comics have become 
institutional土zed/ government o f f i c i a l s have begun to worry 
not about how to stem the t ide of i t s populari ty, but how to 
balance i t s inevi table commodification with ideological 
control , 
In Chapter three,工 discuss the conf l i c t s between the 
leaders in Beijing Publishing House and the edi tors in Beijing 
Cartoon. Both par t ies have d i f fe ren t understandings and 
in te rpre ta t ions regarding the features of Chinese comics. 
The leaders are more concerned with the issues of the physical 
appearances of the comics characters, the actual wording used 
to describe Japanese and Chinese comics, as well as the 
proportion of space used in reporting Japanese comics. 
Although the edi tors may not agree with the leaders of the 
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publishing house, they readily accept the notion that the i r 
work must serve po l i t i c a l and social ends . In other words f 
that— Beij ing Cartoon must function as a form of both 
ideological and moral education for the younger generation. 
In Chapter four and Chapter five,工 introduce the senior 
and junior a r t i s t s and the i r re la t ionship with Beij ing 
Cartoon. What role do the comic a r t i s t s play within the 
production process? The senior a r t i s t s generate the 
macro^environment for direct ing the public to assess the new 
comics movement in China . They see the c r i s i s of old comics 
as symptomatic of a more general c r i s i s enveloping China's 
ent i re culture — a c r i s i s of the i r re la t ive influence over 
the teenagers and the market. The senior a r t i s t s perceive 
Japanese comics as a direct threat to the development of, and 
even the very existence of t rad i t iona l comics genres. To 
preserve the i r power to influence the comics development, the 
senior a r t i s t s have re l ied on the government and want to seek 
further help and pledges for s ta te intervention. 
The junior a r t i s t s , however, desire minimal government 
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control and maximum market guidance, thus empowering 
themselves in comics creation. They are self-employed and 
the i r a c t i v i t i e s encompass nearly every facet of the creation 
and originat ion of the comic s tor ies • The junior a r t i s t s only 
provide comic s t r ip s , but they will not par t i c ipa te in comics' 
select ion, censorship, pr int ing, and d i s t r ibu t ion through 
mass media . Clearly, the junior comics a r t i s t s must operate 
under constraints imposed by the Chinese Communist Party 
o f f i c i a l s . Their work i s thus caught between the party 
direct ion and the market demand. Interviewees often spoke 
of the d i f f i cu l t y of reconciling these various forces . The 
conf l ic t between propaganda and a r t i s t i c c rea t iv i ty was ci ted 
as the cause of the most damaging to the Chinese comics 
industry: some a r t i s t s stated exp l ic i t ly that the government 
had in ter fered and stunted the development of comics in China . 
Another c r i t i c i zed the po l i t i c iza t ion of cul tural policy 
stemming from the Yanan Forum and the Cultural Revolution. 
In chapter six,工 investigate the a t t i tudes of the elders 
(parents and teachers) and teenagers regarding the reading 
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of comics. The elders' concern is mostly on academic 
achievement of the children and the educational aspects of 
comics. - Parents and teachers are also against the young 
generation reading Japanese comics because comics were 
t rad i t iona l ly for i l l i t e r a t e people. Along with other 
le isure ac t i v i t i e s , comics are perceived as a potent ia l 
d is t rac t ion from the teenagers'' s tudies. In addition, the 
pornographic and violent comics are easi ly accessible to 
children since there are no regulations over comics in China . 
The elders themselves have d i f f i cu l ty in understanding new 
comics. From the elders ' point of view, the subversive and 
Nippon—centric elements become more sal ient and dangerous to 
the children without the proper guidance and supervision from 
them. The elders are trying to retain thei r influence by 
prohibiting the children from reading comics but the children 
want to get away from elders control. The contestation has 
resulted in a negotiation between these two par t ies and school 
grades become a trade-off : the better one performs at schools, 
the less will be the res t ra in t from the parents and teachers . 
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In B e i j i n g Cartoon, the Chinese Communist Party, leaders 
of the publishing house, editors, comic a r t i s t s , elders and 
children are interacting amongst each other for the power to 
a t ta in the function and representation of Chinese comics. 
The opening of the market has weakened the power of the older 
generation and consequently the young generation are trying 
to empower themselves by endorsing free market competition. 
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Chapter 2 
Historical Development: of Comics in China 
2.1 Comics History before 1949 
Chinese comics are ^patently po l i t i ca l " (Farquhar 
1995:139) . Before having the term ‘‘comics” or "cartoon", 
this kind of art form had already existed in the ancient 
times of China (Bi and Huang 1986:1-16) . In the H i s t o r y 
of Chinese Manhua, Bi and Huang divide the development of 
Chinese comics into five recognizable periods: the 
ancient, late Qing Dynasty (1644-1911), May FourthA ant i -
Japanese and post-l iberation period. Ever since the Xia 
Dynasty (2200-1750 BC) , the Chinese in te l l ec t s had been 
applying sa t i r i ca l paintings to c r i t i c ize the 
government's policies. In the Tang Dynasty (618-907), 
Zhang Yiyuan once expressed that, "seeing the goods stops 
the evils,- seeing the evils reminds the goods". This 
means sa t i r i ca l paintings can help people d i f ferent ia te 
the goods from the evils and furthermore, they can learn 
lessons through reading them. 
In the late Qing dynasty, the modern comics began as 
part of "Westernization"• The form was s t i l l new whereby 
there was no set term for "comics". Instead, these types 
of pictures were referred to as fengcihua ( sa t i r ica l 
drawings), Shihua (times drawings 日寺畫）, and xiaohua 
(humorous drawings 笑畫) (Bi and Huang 1986:16) . With the 
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Figure 2.2 New C l o t h i n g by an unknown a r t i s t (1911) 
development of printing technology in the nineteenth 
century, fengcihua were published in newspapers and 
periodicals . Consequently, they were circulated among 
the -jnass. Owing to the unstable social and po l i t i c a l 
condition at the time, in te l lec tua ls used f e n g c i h u a to 
denounce the increasing corruption of the Qing government 
and the invasion of the foreign forces. 
Figure 2.1 Fantong by Zhang Luguang (19.11) 
Chapter 2: H i s to r i ca l Development of Comics in China 3 6 
In figure 2.1, the a r t i s t was sa t i r i z ing the Qing 
o f f i c i a l s as ”fantong" ( 飯 桶 ) . "Fan" means r ice and 
"tong" means a wooden container for keeping the r ice . In 
Chinese, fantong i s used to rebuke those who only know 
pleasures l ike eating and drinking, but unfortunately can 
never succeed in doing anything. While in figure 2.2 r 
the picture was to denunciate the internal and the 
foreign policies of the government. The old man i s 
showing two new bags: the l e f t bag represents the "blood 
and flesh of the people" and the right one represents the 
"humiliating foreign policy" of the Qing government. 
Fengclhua became an important tool for the people to 
express thei r anger on social drawbacks and po l i t i c a l 
turmoil. 
In 1925, the word "manhua"(漫晝)was f i r s t introduced 
as an adopted term from the Japanese characters, manga 
(Bi and Huang 1986:72) . During that year, Feng Zikai (豐 
子 惶 ） returned from Japan af ter studying ar t and music. 
Encouraged by his colleagues Zheng Zhenduo and Yu Pingbo , 
Feng realized the potential of manhua and he thus 
published his own magazine ent i t led as Z i k a i Manhua. In 
1930s during the anti-Japanese war and China's Civil War, 
the l e f t i s t intui ted the potential in such publications 
and advocated them for the mass mobilization in the an t i -
Japanese war and China's Civil War. The principle 
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Figure 2. 3 Sanmao i:n 1935 
obj ective was to educate the revolutionary content for 
the masses. Chu Chiubai
1
 recognized the popularity of 
comics and ident i f ied them as the commercialized ar t 
forms in urban areas. In order to promote revolutionary 
ideologies to the i l l i t e r a t e , he argued t'hat l i t e r a tu re 
should relinquish the d i f f i cu l t language and instead, 
employ popular l i t e ra tu re and art in s t ree t vernacular 
(Pickowicz 1977) . One of the most famous writers in 
modern China, Lu Xun ('曾、迅), also disassociated comics 
from "the e l i t e t radi t ions of painting and calligraphy" 
(Farquhar 1995:143). Lu Xun and other l e f t i s t s proposed 
that comics belonged to the people and they should serve 
the masses rather than the e l i t e s . 
1
 Chu Chuibai was Mao Zedong's minister for culture and education in 
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Figure 2. 4 Sanmao Follows the Army 1945 
Sanmao, for example, i s a classic of the popular 
comics at the time. I t was f i r s t published in 1935 in 
Shanghai Xiaochenbao and Sanmao's image has been 
continuously used in 1945, 1947, the post- l iberat ion 
period and the contemporary time. The pre-war Sanmao 
differed from the la te r version in that the former 
emphasized humour and entertainment P After joining an 
anti-Japanese propaganda team, Zhang Leping
2
 ( 張 樂 平 ) 
began to sa t i r i ze the o f f i c i a l greed of the Nationalist 
Party through Sanmao Follows the Army ( 三 毛 從 軍 言 己 ) a n d An 
Orphan on the S t r e e t s (三毛济l、;良言己）. 
the Jianxi Soviet. 
2
 Zhang Leping is the creator of Sanmao and he is also respected as 
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In summaryf the genre of sat i r ized painting already 
existed in ancient China. They were used by the 
in t e l l ec t s to deride the state authority and po l i t i ca l 
pol ic ies . In the early 20s and 30s, the a r t i s t s were 
adopting the Western pen—and一ink styles 'to depict the 
corruption state of the government. The term "comics" 
was then brought to China and the l e f t i s t s realized their 
potential influence. They proposed that comics, as a 
form of popular ar t , should help in disseminating 
revolutionary messages to the audiences. In other words, 
comics served as a promotional and po l i t i ca l function for 
the l e f t i s t group and la ter the Communist Party, the 
ruler of China over the following years. 
2.2 Comics under the Reign of the Chinese Communist. 
Party 
As the Chinese Communist Party came into power in 
194 9 intending to build a new China, both l i t e ra tu re 
(wenxue 文 學 ） a n d art (wenyi 文 藝 ） h a v e been continuously 
used as a tool for policy promotion and propaganda. 
According to Chang Won H〇,the Chinese media have to: 
Take a clear stand, to uphold the basic 
viewpoints of Marxism and the Party's Party 
policies f and to adopt pragmatic methods of 
seeking truth from facts. These requirements 
have been emphasized throughout the Party's 
history, part icularly during the years in Yanan, 
in the post — civi l war years before 1957, and 
af ter the Cultural Revolution. (Chang 1989) 
the "father of Sanmao". 
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Figure 2.5 Sanmao's Diary (1956) 
In the reign of the Chinese Communist Party, comics 
were also playing a new role for the new China. Sanmao, 
for example, was written for the children so that they 
recognize the bi t terness of the old society and treasure 
the happiness of the new society through Sanmao Diary ( 三 
毛 曰 記 ） . In figure 2.5, i t shows different l i f e 
experiences of Sanmao in the old time and the new society 
In Mao Zedong
1
 s "Talk at the Yanan Forum on 
Literature and Art", Mao adapted Chu Chiubai's notion on 
the popularization and nationalization forms of ar t 
(PicJcowicz 1981) . I t was especially important that ar t 
has to serve and awaken the masses. 
Before the reign of Chinese Communist Party, Sanmao was 
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not allowed to part icipate in any kind of procession. He 
did not have enough to wear in the winter, was not able 
to receive education and had no proper place to stay or 
live』 In the post-l iberation period, Sanmao is free to 
join in many marches that are a l l in support the new 
Communist government. He has his clothes A school and he 
is freely admitted into the l ibrary. Sanmao became a 
role model for the Children in China. In contrast to 
Sanmao in other comics such as Sanmao Follows the Army 
and An Orphan on the S t r e e t s , the educational elements 
have completely erased entertainment and the idyl l has 
replaced the real (Farquhar 1995) . The new version of 
comics is eventually considered as the children's 
l i t e ra tu re , and is used to enlighten the young generation. 
Under the reign of the Chinese Communist Party, the 
government has exercised s t r i c t control over l i t e ra tu re 
and a r t . Comics, as a form of mass media and popular 
culture, have been defined as the publication for 
educating the children. 
2.3 Beijing Cartoon af ter the Open Door Policy 
In the 8 0s and during the introduction of the Open 
Door Policy, there was a great influx of foreign comics 
with, especially cartoon programs from Walt Disney and 
Japan. Moreover, there was a decline in the popularity 
of the local comics among teenagers. 
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In B e i j i n g Review, Wang Chen writes, 
Chinese children lack thei r own cartoons to 
watch or comics books to read. In the l a s t few 
years, a large number of Japanese and American 
products have packed China's bookstores, nearly 
monopolizing China's comic book market. In 
addition, at about five p.m. every day, on more 
than ten TV channels, eighty to ninety of the 
cartoons broadcast are imported ones while 
Chinese cartoons are rare (Wang 199 6:28-29). 
Consequently, foreign and local comics flooded the 
market and they segregated the people into two generation 
groups, for whom comics carried two separate meanings, 
For those around th i r ty and above, comics re la te to the 
t rad i t iona l four-grid comic s t r ips f e n g c i h u a with four 
consecutive pictures that t e l l a simple story. They are 
referred to as the old comics and are usually published 
in the daily newspapers and magazines, which target the 
general public. However, for the younger generation who 
are at thei r early adulthood or the adolescent period, 
comics carry another meaning. I t refers to new comics or 
cartoons that are in a similar format with the Japanese, 
Hong Kong and Taiwanese comics. 
In fact , the presentation of Japanese comics i s not 
the same as Chinese fengcihua r or the old comics. The 
Japanese a r t i s t s have developed the ^cinematic 
techniques" by decompressing story l ines and 
incorporating different visual effects (Schodt 1996 = 22 — 
29) . Compared with the old comics, the Japanese and the 
Chinese new comics have fewer words and use far more 
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and pages to depict an action or a thought. 
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Figure 2 .6 The old comics t i t l e d A t t a c k i n g t h e E n e m i e s r S t a t i o n 
f.珂勞员小郭紫走儿步追上连长问通，“故人跑进咱拫 
。教§躭睹冲乱攉，十PS天役通过_的公路，现在怎么又 
»Tf ” 一維长老崔給先说，力礙们主力在北线包围了敌 
入两个蹿，它是赴上去送葬哩�w -
3连长雩r看专表’严肃地说，“敌人跑了，我们今晚 袭家坡兵站就是去把悠调回来 9 mmw^mmtm 愍 i S f L J I D S 韶 合 主 力 部 队 收 拾 它 。 只 赛 # 们 按 露 
^ ¾ ¾ 的 f ： 事 原 剡 ， 调 动 敌 人 ， 就 一 定 能 粉 石 L 
点进攻o < 
Figure 2.7 In t e r - independence of t he t e x t and p i c t u r e s 
For the old comicsr texts and pictures could be read 
separately. The pictures were above the texts and the 
readers could s t i l l follow the storyline without having 
the pictures. Nevertheless, i t i s not possible to read 
the Japanese and Chinese new comics in that way. In 
order to comprehend the s tories , readers must acquire the 
sk i l l s of following the correct sequence of the word 
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balloons (from right to l e f t ) , narration and p ic tor ia l 
graphics. Understanding the new comics is not an easy 
task for the older generation who have not been exposed 
to thenv in their childhood. 
Unlike the old comics which mostly emphasize 
nationalism, modernism and socialism, there are great 
variation in the themes of new comics, including the 
stories about sports, adventure, ghosts, science f ic t ion , 
detective stories and school l i f e tales (Schodt 198 6:13-
27) . The prevailing trend of foreign comics, especially 
the Japanese onesA worried the Chinese Communist Party, 
the elders and the senior comics a r t i s t s . Some of them 
feared that they might lose the power of influence over 
the teenagers - Hua Junwu
3
 (華君武），the vice president of 
The Chinese Art Association, commented, 、、“this is the July 
Seventh Incident ( 七 七 事 變 ） i n the cultural market and i t 
i s a war to fight for our next generation" (Asian Weekly 
1996). The July Seventh Incident was a his tor ical event 
that marked the beginning of war between China and Japan 
in 1937. Some of the senior a r t i s t s also pledged for the 
Movement of Resistance against Japan ( 抗 曰 行 動 ) i n the 
comics f ie ld . In the movement, China fought for eight 
years in the anti-Japanese war and won. 
3
 Born in 1915, Hua Junwu was one of the best po l i t i ca l and sa t i r i c a l 
comics a r t i s t s in China. He had worked in Mao Zedong's guerr i l la 
base in Yanan and his most famous work was on c r i t i c iz ing the 
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The s i tua t ion caught the a t tent ion of the s ta te 
government and President Jiang Zemin once expressed that 
Chinese children would soon have the i r own cartoon heroes. 
In _19 9 5, the Chinese Communist Party introduced a 
national project to f ight the ^invasion'' of the Japanese 
comics . I t l a t e r led to the、、5155 Program"(五一五五工程), 
which was i n i t i a t ed by the Central Committee of 
Propaganda Department of the Communist Party. According 
to the Program, China would es tabl ish f ive cartoon 
producing and publishing centres. Related national forces 
in writing, edit ing, publishing and marketing would be 
pooled to create and publish f i f t een maj or ser ies of 
cartoon books and five cartoon per iodicals . In addition, 
the government would stop the importation of any other 
foreign comics into the market so as to provide a good 




 515 5 Program", Beijing Cartoon was the 
f i r s t comics periodical to be released to the public. 
The Program aims : 
1) To establ ish five basements of children 
comic books through mobilizing and 
central izing the creative, ed i to r i a l , 
publishing and dis t r ibut ing power 
throughout the country. 
2) To concentrate on publishing f i f t een 
series of chi ldren 's cartoon books. 
3) To publish five chi ldren 's comics 
periodicals to sa t i s fy the basic needs of 
Kuomingtang government. 
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the Chinese teenagers and Children (China 
Publisher 1997:93). 
Li Qimin, an o f f i c i a l from the State Council's 
Committee of Work on Women and Children noted, 
In a l l honesty, i t i s now more d i f f i c u l t than 
sixty years ago for our cartoonists to- reproduce 
the charm of a purely Chinese characters. 
However, the program designers hope by the end 
of the century to reproduce numerous high-
quali ty youth comic books, which retain Chinese 
features . Hopefully, these will f lourish in the 
domestic and international markets alike (Cui 
1996:15). 
The objective of ^5155 Program" i s to create a 
favorable environment for the development of the local 
industry. The state-owned periodicals are China Cartoon^ 
B e i j i n g Cartoon ^ Gartoon P i o n e e r , C h i l d r e n r s C a r i c a t u r e 
and C a r i c a t u r e Host. Amongst the five of them, four have 
the i r off ices in Beij ing and the other, Cartoon Pioneer 
i s being produced and published in Shanghai. They are 
now a l l available at the bookstores and s t ree t corner 
s tores . The readers living in other regions can also 
subscribe those periodicals. 
B e i j i n g Cartoon is one of the above monthly 
periodicals, which aims to establish the Chinese comics 
with unique features. The Beijing Cartoon Department is 
set up by the Beij ing Publishing House, one of the 
largest publication houses in China. Some of the most 
qualif ied editors were employed by them from various 
sectors of children's l i t e ra tu re and education. The text 
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editors are a l l experienced Chinese teachers from primary 
schools, junior high schools and even the prestigious 
Beijing Normal University. The art editors have also 
received formal training of art in the e l i t e ar t 
i n s t i tu t e s of Beijing and have the knowledge about 
children education. Those editors a l l help in the 
selection of appropriate comic s t r ips for publication. 
However, the ultimate gatekeeper is the leader of Beijing 
Publishing House, a senior member of the Chinese 
Communist Party. 
In October 1995, the f i r s t issue was published and 
i t has since received .great media coverage. The Chinese 
Central Television (CCTV) reported on i t s establishment 
and publication; Guang Ming Daily ( 光 明 曰 孝 艮 ) commented 
B e i j i n g Cartoon as 、、”the hallmark of Chinese cartoon 
publication program'' ； P e o p l e r s Daily ( 人 民 曰 報 ） , C h i n e s e 
Youth Newspapers ( 中 國 青 年 報 ） ， B e i j i n g Daily ( 北 京 曰 報 ） a n d 
B e i j i n g Youth Newspapers ( 京 青 年 報 ) h a d a l l quoted 
B e i j i n g Cartoon as 、、a health comics magazine for the 
teenage students" (Mao :1995) . Indeed, Beij ing Cartoon i s 
a periodical that emphasizes on publishing 100% Chinese 
comics. At the least , the comics a r t i s t s have to be 
Chinese» The target audiences are a group of teenage 
students aging from thirteen to twenty. In 、、：Beijing 
Cartoon's Report", i t i s stated that , among 3,538 of the 
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Figure 2.8 Infatuated Guest in 1995, 1997 and 1998 
The mascot, and spokes person of B e i j i n g Cartoon i s a 
kid called 、、工nfatuated Guest" ( 疾 迷 客 ） • He i s always 
rea l ly ^hungry" to read any kind of comics, He swore to 
stay at the cartoon department so as to read more comics. 
This might represent the general desire of a l l other 
teenage comic fans• 
At 、、a l e t t e r to the readers" section of the f i r s t 
issue, a b i r th ce r t i f i c a t e was issued for Beij ing Cartoon 
so as to c l a r i fy and reinforce the posit ion of Beij ing 
Cartoon as a posit ive and healthy magazine for teenagers: 
、、Name : • Beijing Cartoon . 
Nationality: Chinese. 
Place of Birth: Beijing. 
Address : Beij ing Publishing House . 
Fitness State: Healthy and physically f i t . 
successful answered questionnaires, 2 9.8% of readers were 
studying in junior high schools; 28.6% were high schools 
students and 20% were t e r t i a r y students. These have 
const i tuted 7 8.4% of the to t a l reader population. 
Beij ing Cartoon i s thus, a magazine that serves the 
teenage students . 
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Naive, energetic, positive, 
humorous, cheerful, loves making 
new friends . 
To draw the best pictures with 
superb words (Beijing Cartoon 
1995:1) •〃 
cer t i f i ca te was in fact a statement 
origin of Beijing Cartoon: as a 
magazine from the pol i t ica l and cultural centre of China, 
i t represents the new comics of the Chinese people. 
Beij ing Cartoon is designed for teenagers. I t faces 
pressures from the leaders of Beijing Publishing House, 
the senior and junior comic a r t i s t s , the teenage readers 
and their elders. Each party has i t s own discourse on 
the social functions of comics and the content of a 
heal thy and positive" juvenile magazine, There are 
tensions involved in the production process, showing how 
different groups contested before a finished comics 
magazine is sold in the market. 
2 . 4 Concluding Remarks 
Before the introduction of the terms 、、c〇mics〃 and 
^cartoon", the sa t i r i ca l paintings or Western pen-and-ink 
pictures existed mainly as fengcihau used for c r i t ic iz ing 
fai l ing policies of corrupted governments. During the 
anti-Japanese war and civi l war period, the l e f t i s t s 
realized the potential influence of comics and they 
proposed to use comics as a tool for mass mobilization, 
not only for the educated Chinese, but also for the urban 
Personality: 
Hobbies : 
Again, the bir th 
on the mission and 
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dwellers, labours and peasants . 
In the post l iberat ion period when the Chinese 
Communist Party took power, comics, as a form of popular 
culture and mass media, played a crucial role in 
promoting government pol ic ies . Moreover,- many of the 
comics that used to be enjoyed by the public, became 
positioned as children's l i t e ra tu re for educating the 
young generation. 
After 1980, the comics market has been dominated by 
pirated Japanese comics and other foreign cartoon 
programs. The teenagers are abandoning the Chinese old 
comics and searching for the imported ones from other 
advanced countries f such as Japan and America. The 、、5155 
Program" was then introduced for advocating the new 
comics with Chinese features and healthy elements. 
Beij ing Cartoon i s one of the five magazines being 
sponsored by the s tate government. 
In the following chapters, the contestation and 
tension between the leaders of Beijing Publishing House, 
editors of Beij ing Cartoon, senior and junior comics 
a r t i s t s , teenage readers and their elders in the 
production process of Beij ing Cartoon will be further 
discussed. 
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Chapter 3 
The Interaction with the Leaders of the Beijing 
Publishing House 
B e i j i n g Cartoon represents the comics with Chinese 
features. There are different groups of people 
part icipat ing in the production of a juvenile periodical . 
The editors help select and edit the comic scripts . However, 
the f inal decision maker and gatekeeper will be the chief 
editor, one of the leaders of Beij ing Publishing House. In 
this chapter,工 shall introduce the expectation of the leaders 
of the Beij ing Publishing House on Beijing Cartoon, the 
discrepancy on the c r i t e r ia of comic s t r ips selection between 
senior and junior editors and the their comments on the 
pos i t iv l ty and healthiness of a comics periodical. 
3.1 Leaders' Expectation for Beijing Car-toon 
In terms of presenting the comics with national 
character is t ics , the att i tude of the leaders of Beij ing 
Publishing House is very different from that of the editors 
of Beij ing Cartoon . In the national discourse, the Chinese 
Communist Party is most concerned about the ideological 
impact of the imported cultures (Liang 1990:20-22) . Comics 
then became inst i tut ionalized through the 、、5155 Program''. 
As the government of f ic ia l s , leaders of the Beij ing 
Publishing House had begun to worry not about how to stem the 
tide of comics' popularity, but how to balance i t s inevitable 
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Figure 3.1 Characters m B e i j i n g Cartoon have to possess dark hair . 
commodification with ideological control. They thus 
emphasized on promoting the themes on the ^love of motherland 
and socialism" to the younger generation (China Publisher 's 
Yearbook 1996:90). 
The leaders are par t icular ly concerned about the physical 
appearances of the comic characters and the proportion of the 
reportage of Chinese and Japanese comics . There was a case 
study whereby a comic story was not allowed to publish owing 
to the colour of a character 's hair . The comic story f i r s t 
appeared at Beijing Cartoon on the tenth issue and i t i s a 
ser ia l ized comics about the adventures of a high school boy 
and his genie from another planet. Acting together, the genie 
and her master will ass is t any person who is in need; or to 
destroy the devils hidden in people's hearts . 
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The comic a r t i s t told me his struggle for the publication 
of his heroine, 
There was a time that my comic s t r ips were banned by 
leaders of the Beij ing Publishing House because of 
the charac ter ' s hair colour and the ambiguity of her 
na t iona l i ty . The chief-edi tor said that B e i j i n g 
Cartoon should never promote a blonde cartoon s ta r . 
How ridiculous！ Fortunately the edi tors explained 
to the chief-edi tor that the character'' s hair i s 
brown instead of yellow. And only then my story was 
qual i f ied to be released,
 1 
The comic a r t i s t who helps on design and colour the cover 
of Beij ing Cartoon shared a similar experience as the above 
comics a r t i s t , 
There are certain kinds of l imitat ions posed in the 
s tyles and format of the covers. F i r s t ly , I must 
include the mascot I n f a t u a t e d Guest in the cover. 
The colour 工 should use should be some warm colours 
such as red, yellow and orange and the covers have 
to be colourful instead of being in a single tone. 
I cannot depict any foreign persons and I also have 
to pay f u l l a t tent ion of not putting any fanciful 
colours on the characters ' ha i r . For instance, 
yellow, blue or purple. Never, ever! The most I can 
do i s to use brown, not even l ight brown. I think 
i t i s because the editors think that the Chinese will 
not possess any hair colour other than black or 
dark-brown . 
In fac t , the covers of Beij ing Cartoon were a l l drawn by 
the ar t editors themselves. They f i r s t applied a mix and 
match format of the images of various comic characters . This 
was because the editors did not have a long-term plan for cover 
usage and lacked manpower. A year l a t e r , Beij ing Cartoon 
began to employ two comic a r t i s t s in designing and colouring 
the covers for the following issues under the ins t ruct ion of 
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the ar t editors . Since then, the editors begin using covers 
to send messages to the public. 
Figure 3.2 The Cover for Teachers' Festival (September 1998) 
1
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In figure 3.2, the editor used a comic cover to persuade 
the readers to accept male teachers . In China, September i s 
the Teachers' Festival and every student i s encouraged to pay 
respect- to his or her teachers . One of the a r t edi tors told 
me that in order to assimilate the theme of the month, he 
in tent ional ly asked the comic a r t i s t to draw a picture with 
a teacher and a student having a sketching lesson. The ar t 
edi tor said, ^though most of the teachers in China are womenf 
工 s t i l l ins i s ted on having a man because the cover could serve 
as a means to encourage boys to join the profess ion" . 
Nevertheless, the editors will t ry to avoid being too 
di rect in presenting the promotional and educational messages 
to the teenage readers as that may create adverse e f f e c t s . 
As an ar t editor was generating a theme on the tenth issue 
of 1998 A he had to considered the following points: 
As 工 was passing a road to the office,工 saw a mother 
and a teenager . The mother was so protective of her 
child, that i t made the teenager looks a l i t t l e b i t 
stupid. Maybe we can use th i s as our cover: a 
physically mature boy wearing in fan t ' s clothing . No, 
that i s too educational and the message i s not 
posi t ive . 
The ar t editor rejected his original idea because the 
educational elements were too direct in i t s e l f . Moreover, 
instead of t e l l i ng readers what i s wrong, editors should t e l l 
the young people what to do, so as to direct some posi t ive 
messages to benefit the teenagers. 
2
 An interview with the art editor of Beij ing Cartoon in July. 
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Figure 3.3 A Cover of B e i j i n g Cartoon (October 1998) 
In figure 3.3, the cover shows the Infatuated Guest, as 
a child, helping his mother and father in preparing meals. 
The male is playing a female role by cooking dishes for the 
whole family while the mother and child are sipping the 
noodles at the back. Readers are encouraged to take the 
i n i t i a t i ve to help in doing domestic work; they should not 
be passively taken care of by parents. The picture i s not 
serious but with a l i t t l e humour and smile, the children are 
cultivated to behave well in the domestic domain. 
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Furthermore, the leaders are concerned about the 
proportion of reporting on the Chinese and Japanese comics . 
They insisted on having more coverage on Chinese comics, even 
though the Japanese ones have been proven to be more popular. 
An editor told me, 
Since we cannot stop the children reading foreign 
comics, we shall do the selection for them so that 
they can read some good ones, be i t from Japan or the 
United States. Also, the children are too prone to 
reading the Japanese ones and they cannot accept any 
other form of comics books. 
The editors of Beij ing Cartoon want to be more f lexible 
in adjusting the content of publishing so as to sa t i s fy the 
needs of the market. However, their bosses in the Beij ing 
Publishing House may not agree with them. 
Hot Paper ( 卡 通 熱 報 ） ， a supplementary l ea f l e t to the 
summer issue
3
 of Beij ing Cartoon, was published in July of 
1998. The editors were trying to issue a paper and i t 
consisted of five sections i n i t i a l l y : the f i r s t section was 
the introduction of a famous Japanese comics a r t i s t ; the 
second section was the discussion of the cartoon movie - Mulan 4 
( 花 木 蘭 ） from Walt Disney; the third section was the 
3
 The July and August issues of Beij ing Cartoon will be combined into one 
single issue as the summer issue. I t will be published in every July 
so that the editors could spare more manpower in preparing for the coming 
summer ac t iv i t i e s . 
4 Mulan was not allowed to be released in China because Walt Disney had 
produced a movie concerning the independence of Tibet. Many people have 
already watched Mulan through pirated VCD though the Chinese were not 
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introduction of some of the Japanese class ic comics； the 
fourth was the promotion of the coming of Beij ing Comics F a i r 5 
which was going to be held in August and, the f ina l section 
was checklist of some of the comic websites in the world. 
Figure 3.4 Amended Hot Paper (July and August in 1998) 
All of the editors thought i t was an innovation but the 
chief editor in Beij ing Publishing House banned some of the 
above plans. The overall comment was that the reportage in 
Hot Paper was imbalanced, with too many items in Japanese 
terms . As a resul t , the editors had to make concessions and 
amendments so as to dis tr ibute Hot Paper alongside with the 
able to watch i t in the cinemas. 
5
 Beij ing Comics Fair was co-organized by Beij ing Cartoon and a Japanese 
comics firm. The program lasted for two days and i t a t t racted many young 
comics fans from different provinces. 
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Section Original Amended Content Words Changed 
Content 
The f i r s t Autobiography Review of comics The whole 
section of a Japanese c r i t i c by a section was 
- a r t i s t . Chinese writer . changed. 
The second Movie Review Remained The whole 
section of Mulan Unchanged section was 
changed. 
The th i rd The Changed to an The whole 
section introduction advertisement for section was 
of some of the a subscription to changed. 
Japanese Beij ing Cartoon. 
class ic 
cartoon . 
The fourth The A few sentences 
section Description of were changed: 
the coming 1) 、、“the comics 1) Japan— 
Beij ing Comics fa i r i s held in some of the 
Fair in August some of the countries 
1998 . countries and and regions 
Descriptive regions in in Asia; 
sentences : Asia"; 
1)、、”the comics 2) 、、”t〇 meet the 
fa i r i s held foreign 2) Japanese 
in Japan a r t i s t s and “i 
every comics fans' foreign 
year"； clubs〃; 
2)、、t〇 meet the 3) 、、“the cartoon 
Japanese songs will be 
a r t i s t s and performed by 3) Japanese 













The f i f t h Checklist of Remained Nil 
section Comics Unchanged 
websites . 
Table 3.1 Summary of the amendments made on Hot Paper 
For the words related to Japan, they were a l l replaced 
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by、、Asia〃, ^foreign" and "famous" . In the f i r s t section, the 
autobiography of a Japanese a r t i s t was replaced with a 
recommendation by a comics c r i t i c written by a Chinese writer f 
the second section remained unchanged but the th i rd part was 
to t a l l y deleted and was replaced by an advertisement on the 
subscription of Beij ing Cartoon. For the fourth sectionA 
there were some changes -concerning on the description of the 
BeijIng Comics Fair. For instance, the i n i t i a l sentence was 
、、“the comics fa i r i s held in Japan every year", i t was then 
changed to、、“the comics fa i r i s held in some of the countries 
and regions in Asia every year. For the sentences on the 
ac t i v i t i e s of the coming Beij ing Comics Fair, the sentences 
were originally、、“to meet the Japanese a r t i s t s and comics fans' 
clubs" and、、”bhe cartoon songs will be performed by a Japanese 
singer"； they were then changed to 、、”to meet the foreign 
a r t i s t s and comic fans‘ clubs" and
 NX
the cartoon songs will 
be performed by some famous singers" . According to the chief 
editor of Beij ing Publishing House, the original Hot Paper 
looked l ike a promotion of Japanese comics other than anything 
else . The editors of Beij ing Cartoon expressed that they f e l t 
helpless on the heads' comments and one of the art editors 
kept on complaining, 、、doing more, making more mistakes; doing 
nothing, making no mistake". 
On the understandings of the mission of Beij ing Cartoon, 
leaders of Beijing Cartoon clearly share a view different from 
that of the editors . Based on the national discourse on 
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promoting the themes of ^loving the motherland and socialism"A 
the chief editor of emphasized on the physical appearance of 
the comics characters and the percentage of coverage on 
reporting the Chinese comics . On the other hand, the editors 
who are at the frontl ine of the market, wish to adjust to the 
demand of the consumers by developing more sections on 
discussing Japanese comics . This may not be approved by the 
leaders due to different perceptions and expectation on 
Beij ing Cartoon. 
3.2 The Disagrement, between the Senior and Junior 
Editors 
Not only the leaders of Beij ing Publishing House often 
disagree with the editors on the content to be published, 
there are also times that the senior and junior editors cannot 
reach an unanimous decision owing to different interpretat ion 
of the comic s t r ips . The senior a r t i s t s are the chief editor 
and the deputy and they tend to be more careful in selecting 
the comics on school af fa i rs and family relationships. 
Comparatively speaking, the junior editors are more 
concerned with the commercial return of the comics market. 
They are more opened towards various genres of comics with 
diversified themes and settings . From their point of view, 
B e i j i n g Cartoon was not only facing the competition with 
Japanese comics, they are also competing for the same group 
of readers and comics a r t i s t s with the other comics 
periodicals, such as China Cartoon^ B e i j i n g Cartoonr Cartoon 
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P i o n e e r , C h i l d r e n ' s C a r i c a t u r e and C a r i c a t u r e Host. In 
order to override the r iva ls by a t t r ac t ing more readersA 
junior edi tors are trying to accept as many genres of comic 
s t r i p s -as possible . 
However, there i s in fact a gap between, the junior and 
senior ed i tors . 工 have seen two comic s t r ip s that were 
accepted by the junior editors but f ina l ly rejected by the 
senior ones. The f i r s t one was an adventurous story in New 
York, the c i ty of dreams . The characters are a l l Americans 
and the story s t a r t s with a country g i r l who ventures to New 
York for pursuing a challenging l i f e . On the heroine 's way 
to New York City, the g i r l used up a l l her money and was in 
despair . She was bull ied by two black gangsters and was saved 
by a young man., The story keep on depicting the l ives of the 
g i r l and young man in New York in the continuing ser ies . The 
junior edi tors found the theme a t t r ac t ive and they then 
proposed the scr ip ts to the deputy. Without reading the 
f u l l - s c r i p t , the deputy rejected i t r ight ly a f t e r hearing the 
se t t ing of the story, 
、、工 don't l ike the story. Why? Why in New York?工 don't 
l ike i t to be happening in the United States . 工 would 
be much more happier i f the g i r l was going to Hong 
Kong rather than America,“ 
The story was then suspended and the reject ion made the 
junior a r t i s t s feel disappointed. 
The second comic s t r ip was rejected because the story i s 
about a love a f f a i r at school. The ar t editor thought that 
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the pictures and the story was fine, 
The pictures are great and the comics a r t i s t i s great 
at doing the shading and lining of the graphics. 
Though the story i s about the love a f f a i r of a high 
school student with her young intern teacher,, the 
a r t i s t has already made a compromise at the end and 
I s t i l l don't see any harm on the story. 
In the story, the teacher is the son of the principal and 
when both the g i r l and young man found each other a t t r ac t ive . 
They do not deny thei r emotion and they resolve that they 
will be together a f te r the g i r l ' s graduation. The ar t editor 
commented on the scr ipts as harmless because the lovers are 
not rebellious against the school system and social law. 
However, the editors knew the teachers and parents will not 
wish to see th is story being published. The ar t editor then 
told me, 、、we do not re j ect love s tor ies but i f there are too 
much of them in B e i j i n g Cartoon, the teachers and parents 
will not forgive us". Like the case of Hot P a p e r r the junior 
a r t i s t s found their ef for t wasted. They f e l t disappointed 
in the senior edi tors ' decision and re j ection • The incidents 
might have discouraged anyone who wish to present new ideas 
or proposals . 
In the gate-keeping process, senior editors tend to pay 
more attention to the sett ing of the story and the depiction 
of people's social relationship. Their insistence on 
promoting the Chinese people and sett ing in Beij ing Cartoon 
sometimes upset junior editors. Combining with the 
l imitations cast from the chief editor of the Beijing 
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Publishing House and some senior editors, the working 
incentives of junior editors have been greatly affected. 
3.3 Editors' Comments on the Interaction with the Leaders 
of the Beijing Publishing House 
During" the production process, the editors admitted that 
there was a generation gap existed between leaders of Beij ing 
Publishing House and also among themselves . The people who 
are at the senior positions focus on the physical presentation^ 
the wordings used to describe the Chinese comics A the coverage 
proportion of Chinese and Japanese comics, the set t ing of the 
comic stories and also the proper social relationship between 
the people . Except that the story t e l l e r should be a Chinese, 
leaders of Beij ing Publishing House and senior editors ins i s t 
on presenting a l l of the above in Chinese ways with Chinese 
characters and sett ings. The junior editors may sometimes 
have d i f f icu l ty accepting their insistence. However, 
whenever there is a disagreement between these two part ies , 
the senior ones will always hold the ultimate power in 
decision-makings resulting in discouragement to the editors ' 
and poor working incentives. 
Though the editors may not agree with the leaders of the 
house, they readily accept the notion that their work must 
serve pol i t ica l and social ends； that i t must serve as a form 
of both ideological and moral education for the young 
generation . 
An editor told me the following, 
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We will not publish anything that i s related to 
po l i t i c s but as a state-owned magazine, we do have 
our duty to promote the Chinese comics . We are also 
responsible for educating the teenage students . The 
content should be closely related to the i r daily 
l ives and that i s easier for them to accept. Through 
reading the comics in Beij ing Cartoon, we hope the 
children can learn something or get some messagesf 
especially on the right a t t i tude towards'l ife . The 
mode of presentation can be for fun or hi lar ious but 
there must be a message in the story. In addition, 
we ins i s t on having a happy ending for every story 
because those are for the kids . We want them to have 
hope and confidence towards the future. 
Indeed, the editors not only have to face the constraint 
set from the above when working within Beij ing Publishing 
House; they also have to operate with the other par t ies 
(senior comics a r t i s t s , the parents and teachers) for 
constructing a macro-environment for the development of local 
comics and the publication of Beij ing Cartoon. The senior 
comics a r t i s t s i s one of the powerful groups in directing 
public opinion in judging the progress of、、5155 Program". In 
the next chapter, the senior a r t i s t s ' views on the essence 
of Chinese comics and the social function of comics will be 
introduced, as well as the feedback of the editors of Beij ing 
Cartoon. 
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Chapter 4 
Interaction with Senior Artists 
- 、工n China, comics is categorized as a sub-field of 
chi ldren 's l i t e r a tu r e . The ultimate purpose of any form of 
ar t shall direct at promoting the government pol ic ies and 
educating the young generation. The senior a r t i s t s are 
experienced in drawing fengcihau for several decades and some 
of them are even from the Yanan period. By comparison, the 
senior a r t i s t s have a higher social status than the i r junior 
counterparts though they do not par t ic ipate in the production 
and selection of comic stories in the present comics magazines . 
The senior a r t i s t s are respected as the opinion leaders among 
the media and public in judging the development and prosperity 
of the new comics . When a comics magazine is published, the 
editors will ask a few of those senior a r t i s t s to be the 
advisers. I t i s understood that the advisers will almost 
never par t ic ipate in the production process but they are the 
essential ^license" for publication. 
A junior comics a r t i s t told me, 、、that i s the way i t works . 
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In China, you have to wait t i l l you are old and experienced. 
The e lder ly , no matter what they say or how limited the i r 
knowledge, have to be allowed to speak a few words, and be 
your magazine's advisers". 
4 .1 Cartoon Art Fest ival 98 
In Cartoon Art F e s t i v a l 98, the edi tors of B e i j i n g Cartoon 
were being invited and 工 was privileged to go with them as 
a comics researcher. The guests from Beij ing included the 
professors and scholars in the Chinese Art Academy ( 中 央 
美 ; f 标 學 院 ) , c h i l d r e n educators, scholars, producers, wr i te rs , 
edi tors and publishers from Shanghai, J i l i n , Tianjin, Inner 
Mongolia and Sichuan. The age of the speakers were mostly 
at the i r f i f t i e s and s ix t i e s except, for a few edi tors from 
the comics magazines. 
Figure 4.1 The participants in Cartoon Art Festival 98. 
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In the conference, the host organization defined comics 
as a cul tura l product that carr ies ideology, 
Once the cartoon ideology takes root in the 
chi ldren 's mind, they (the children) wil l become one 
of the cartoon disc ip les . Once becomind a cartoon 
disc ip le , he or she will unconsciously imitate the 
cartoon idol at anytime and anywhere
 1 
The senior comics a r t i s t s a l l agreed that comics are 
becoming immensely popular among the teenage students. 
There has been a tendency for comics to be spread to the other 
levels such as children and adults , People real ized the 
potent ia l influence of foreign comics and numerous speakers 
expressed the i r concern on the spreading popularity of th i s 
imported cul tural product -
In the conference, i t was stated tha t , 
In t h i r t y years time, our children will betray our 
be l ie fs i f China's comics could not be rejuvenated. 
For what we have established will a l l be gone, . i t i s 
lucky that the children s t i l l know something about 
Emperor Qin ( 秦 始 皇 ） b e c a u s e we are talking about the 
Great Wall everyday. However, they have already 
forgot Mao Zedong because they can no more read the 
Red Book. . when those children become adults and the i r 
children are s t i l l reading the foreign comics, they 
will a l l forget the past, which means betrayal . 
Forgetting History means the betrayal of ones' 
1
 Source: Pamphlet of Cartoon Art Festival 98. 
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country.
2 
Comics have become a cultural product and a new medium 
to disseminate a new way of thinking and a new set of value 
systems to the young generation. The senior a r t i s t s are then 
using the term "cultural imperialism" and "cultural invasion" 
to indicate the domination of Japanese comics in the Chinese 
market. The statement thus had a po l i t i ca l implication on 
the struggles of the authority in socializing and influencing 
the young generation. 
Throughout the whole conference, the senior a r t i s t s 
discussed mainly on the topics of the his tor ical development 
of Chinese comics, reasons for the 、、：Invasion" of foreign 
comics, the difference between the indigenous and exogenous 
comics, d i f f i cu l t i e s in developing local comics. In which 
shows their at t i tudes towards the new comics and also the role 
of the state government. 
4 .2 The Invasion of Japanese Comics 
For the his tor ical development of Chinese comics, a l l of 
the speakers agreed that China used to produce some cartoon 
1
 Source: Pamphlet of Cartoon Art Festival 98. 
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movies with superb quali ty and the examples quoted were 
s to r ies adopted from the Chinese c lass ic l i t e r a t u r e such as 
P r i n c e s s I r o n Fan 3 ( 鐡 扇 公 主 ） ， P r i n c e s s Peacock 4 (孑L雀公主）， 
Monkey King 5 ( 齊 天 大 聖 ） a n d Nazha 6 ( 明 . One speaker said, 
、、the Monkey King i s defeated by a mouse (Mickey Mouse) , a 
duck (Donald Duck) and a cat (Doraemon the Machine Cat)". 
However, Chinese comics have gone through a recession period 
and there was a great influx of foreign comics from Japan 
and the United States a f t e r the economic reform. People were 
discussing about the i n f i l t r a t i o n of foreign comics and the 
United Sta tes ' cartoon programs, especial ly the cartoon 
ser ies from Walt Disney. While comparing the cartoon 
programs from the United States and Japan, or the Japanese 
comics, the senior comics a r t i s t s are capable of quoting 
numerous examples from Walt Disney and the Japanese ones 
shown in Chines� Central Television (CCTV). However, when 
they were blaming the Japanese comics for poisoning the mind 
3
 A serial story from The Journey to the West. 
4
 A folklore about the minorities in China. 
5
 A serial story from the Journey to the West. 
6
A serial story from Tales of the Chinese Gods. 
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of the teenage readers by presenting too much sex and violence, 
the senior a r t i s t s were not able to quote any concrete 
examples. When the senior a r t i s t s were referr ing to 
Japanese comics, they tended to adopt the term ^cultural 
invasion" and ^cultural imperialism" . Many of them claimed 
that i t was high time for the Movement of Resistance against 
Japan in comics and a war has to be fought for the Chinese 
children. 
When discussing about the foreign comics in capturing 
teenage readers, the government is seen both as the cause 
of the problem and the source of the solution, After the 
eighties , the demand for producing comics or entertainment 
magazines was getting bigger • However, there has been a lack 
of capital and technical support from the government. As 
a resul t , the local supply cannot meet the increasing demand 
which led to the importation of Japanese comics. 
Jin Guopin, the vice. —president of Shanghai Cartoon Films 
Studio (上》、每美系好制片嚴）disclosed that the local production 
of cartoon was labour-intensive. The studio rel ied on 
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having the technicians to draw the l ines and then to colour 
the p las t i c films (Xiao 1998 : 21) . The annual production was 
only 300 minutes of cartoon programs which was inadequate 
to sa t i s fy the market.- In the case of the introduction of 
Mighty Atomu 7 to Chinese Central Television (CCTV) in the 
early eight ies , CCTV should have paid RMB $1, 500 to buy the 
copy right of broadcasting the cartoon program in China. 
After applying for the financial support from the above, CCTV 
only managed to receive RMB $1, 000. As a resu l t , CCTV was 
able to broadcast Mighty Atomu free and in return, CCTV 
granted a fifteen-second time slot to Mighty Atomu's company 
一 Casiof to broadcast i t s own commercials. Besides, the 
price for renting a foreign cartoon series is much cheaper 
than that for the local production nowadays . According to 
the quotation of a speaker from Shanghai Cartoon Films Studio, 
i t costs RMB $200,000 to create a cartoon series of 400 
minutes but the price will be doubled i f i t i s to be of a 
7 Mighty Atomu is one of the most famous science f ic t ion comics drawn by 
Osamu Tezuka. The story starred a l i t t l e boy robot with superpowers and 
human emotions, in consistent fight towards war and injust ice for 
maintaining the peace of the earth. 
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bet ter quali ty. Howeverf i t takes only one-tenth of the 
price to buy a copy right of a good quality film from a foreign 
corporntion. As i t costs less to buy from outside than 
produce within, the producers and government are no longer 
eager to invest in the cartoon industry. After the 1980s, 
i t becomes a usual practice for the TV stat ion to exchange 
commercial s lots with cartoon programs and th is has further 
hindered the development of the local comics industry. 
From the economic approach, the speakers then went on 
comparing the market structure between the United States and 
China . They perceived the United States cartoon as a system 
industry that produces commercial items for the businessmeru 
In describing the procedures of creating a Walt Disney cartoon, 
the producers will f i r s t se l l the cartoon movies. If the 
movies are proved to be successful, the television series and 
the comics publication will follow and f ina l ly , commercial 
products in the industries as well. For instance, one can 
almost see the commercial products of Lion King everywhere, 
such as the garment industry, the food industry, toy industry 
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and the stationary products. 
4 .3 The Essence of Comics with Chinese Features 
After the economic reform, Chinese teenagers are so used 
to reading the foreign comics that they had the tendency to 
reject the local production. A publisher from J i l i n shared 
his experience of producing a comics magazine, 
Since the 5155 Program, the government has been 
investing a lot in the publication of comics readings . 
I have invited lots of famous a r t i s t s to draw the 
stories with reference to the Japanese comics and we 
have also put lot of money in i t . Finally we got the 
book done and we then asked some children for their 
comments. The children said that what we have done 
are not comics at a l l . They only recognize the 
Japanese comics and they are to ta l ly res is tant 
against the local comics. We have invested so much 
capital and labour in i t but the children are 
rejecting them！ 
For the senior comics a r t i s t s , they see the c r i s i s of 
Chinese comics as symptomatic of a more general c r i s i s 
representing China's entire culture . A senior comics a r t i s t 
thus responded that China should develop i t s own comics with 
ethnicity, otherwise the products will always be the second 
rate, and will never override the foreign ones. She said, 
Only i f i t is of an ethnic origin, then i t i s possible 
to reach to the world. In the film of Mulan, the 
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heroine hugged the emperor at thei r departure but an 
ancient Chinese lady will never express herself in 
that way - what the film portrayed was neither f ish 
nor fowl. 
The"senior a r t i s t s proposed that the content of the comics 
should re f l ec t social r ea l i ty and in Chinese context. Taking 
loyalty as an exampleA people showed thei r loyalty towards 
the emperors in the past and now they should show i t towards 
the s ta te and the people instead. Also, the Chinese cartoon 
editors can recycle the stories in some Chinese c lass ic 
l i t e r a tu re such as The Journey to the West, The Romance of 
the Three Kingdomsr The Dreams of the Red Chamber or even folk 
s tor ies . From the senior a r t i s t s ' point of view, those are 
the good s tor ies that carry the Chinese t radi t ion for 
centuries, and the children will l ike them. 
Furthermore, the senior comics a r t i s t s adopt a pragmatic 
approach in defining the function of comics - to educate the 
young generation. In addition to the successful economic 
system in the United States, the senior a r t i s t s admired thei r 
American counterparts' great job in combining educational 
elements and entertainment. Professor Feng Sifa from the 
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Chinese Art Academy remarked, 、、〇f course, Walt Disney are 
doing a good job in merging the educational elements into 
entertainment. Nevertheless, they are foreign products and 
the thinking and ways of l iving ref lected in them are also 
foreign" . When making a general comparison on the difference 
the foreign and Chinese comics, he thought that the foreign 
comics encourage ones' imagination and widen the audiences' 
horizon. While the Chinese comics help the children to 
distinguish the right from wrong, to ass i s t the teachers and 
parents in educating their children and to enrich ones' l ives 
experiences . Another senior comics a r t i s t responded, 、、”to a 
certain extent, the good or bad of comics will d i rec t ly af fec t 
the ethical quality of our next generation". They concluded 
that bad comics will be the sp i r i tua l opium but the good ones 
can teach the children on the 、、truth, virtue and beauty" of 
l ives . The senior a r t i s t s thus protested that China should 
develop i t s own comics with Chinese character is t ics : with the 
Chinese s tor ies , Chinese sett ing, Chinese characters and most 
important of a l l , to educate the young readers in 
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distinguishing between the right and wrong. 
4 . 4 The Expected Role of the Chinese Government. 
一工rr the conference, the senior comics a r t i s t s mentioned 
the role of the government in introducing the、、5155 Program", 
which bans the importation of any kind of foreign comics and 
invests in producing more indigenous cartoon and comics 
readings . There are s t i l l several aspects that hindered the 
development of local comics and cartoon and the senior comics 
a r t i s t s are demanding help from the government. Firs t ly , 
they suggested that government should provide more financial 
aid because of the changing market s i tuat ion. The senior 
a r t i s t s admitted that the cartoon industry used to operate 
under the planned economy but i t i s now changed to the market 
system: the problem of social efficiency versus economic 
efficiency was raised. Cartoon editors and producers used 
to be responsible to the society and government but now they 
have to pay attention to the market and the preference of the 
readers as well. The cartoon producers find i t d i f f i cu l t to 
adapt to the new mechanism and thus hope the government will 
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offer some help. 
Secondly, there is a lack of capital and technical experts 
in -the cartoon industry. The state government does not 
provide any formal training for the comics a r t i s t s and 
technical experts af ter the Cultural Revolution. The young 
ones from that time have already reached their fo r t i e s . 
Unlike the case in the United States, the senior a r t i s t s 
claimed that the people in the Chinese comics industry are 
not proficient in science and technology. By comparing the 
success of T i t a n i c and the failure of Opium War (the films 
produced by the United States and China respectively) r the 
senior a r t i s t s are realizing the importance of merging the 
technological effects and a r t i s t i c interpretat ion. They 
thus urge the Chinese government to subsidize in the f ie ld 
of cartoon technology in future. 
4.5 The Editors Comments on Cartoon Art 98 
In the conference of Cartoon Art 98, the senior comics 
a r t i s t s sought the help and support from the government to 
develop local comics. For the senior comics a r t i s t s , they 
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i n s i s t on using comics for educating the teenage readers 
rather than entertaining them. 
-The editors, however, think these 、、〇ld gentlemen" have 
put too much emphasis on the educational aspect. One of the 
junior editor from Inner Mongolia argued, 
In China, a l l the things are decided by the adults, 
not by the children. Therefore, the so-called 
Chinese comics is s t i l l of the adults ' conception 
that comics should be directed at education . In the 
cases of the United States and Japan, the cartoon and 
comics language are a l l set from the children'' s 
approach, Nevertheless, the mode of thinking in 
China i s twisted into the adults ' manner and there 
is nothing else . I t is impossible to imitate Mickey 
Mouse or the style of Walt Disney. The Chinese people 
are always having a constraint in their def ini t ion 
of ar t and think i t should i n s t i l l the s t a t e ' s 
policies . The children are educated at schools A at 
homes and even in the circumstances of reading comics . 
I t i s quite d i f f i cu l t to grow in China i f one has to 
receive education everywhere. Can't they have any 
entertainment at al l? 
The editors of B e i j i n g Cartoon also think that comics can 
serve as a form of entertainment for the teenagers . Besides, 
the editors do not consider、、educati〇n" and、、entertainmerit" 
in an exclusive nature and they actually think that these two 
can be combined. To please the readers do not necessarily 
mean publishing something unethical. The editors hope to 
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maximize both the social and economic efficiency through 
Beij ing Cartoon. One art editor said, 
If I were there,工 would defini tely quarrel with them. 
Shouldn't they be ashamed of themselves ? The 
government has supported them (the cartoon and comics 
industries) for such a long period of time, isn
A
 t i t 
the time for them to earn their own livings？ 
For the editors r they have accepted the fact that they have 
to compete with the other comics periodicals, including the 
local and the pirated Japanese comics . As the chief-editor 
of Beij ing Publishing House mentioned, 、、”the wolf i s coming 
and no sheep can ran away"®. The editors are psychologically 
prepared to operate the publishing business in a set t ing of 
the market economy. 
4 . 6 Concluding Remarks 
The senior a r t i s t s help to generate the macro-environment 
in directing the public in assessing the new comics movements 
in China . As the comics a r t i s t s of the old comics, f e n c i h u a , 
they see the cr i s i s of old comics as symptoms of a general 
c r i s i s enveloping China's entire culture — a c r i s i s of their 
8 T h e
 chief-editor of Beijing Publishing House discussed on the issue of 
market mechanism in a talk titled、、The Wolf is Coming", in which the wolf 
represented the market economy. 
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re la t ive influences on teenage readers and the market. They 
perceived foreign comics, especially Japanese comics as a 
direct" threat to the development and even the very existence 
of t radi t ional comics genres. By means of preserving the 
essence of Chinese comics and cultures, the senior a r t i s t s 
rel ied on the government and they meant to seek more help and 
pledges for s tate intervention. 
The editors of Beij ing Cartoon also agree with the senior 
a r t i s t s that comics carry ideology, which can be potent ia l ly 
dangerous to teenage readers. However, thei r level of 
acceptance towards the new mode of competition i s d i f fe ren t : 
the senior a r t i s t s find i t d i f f i cu l t to adapt to the market 
mechanism and mainly rel ied on the s tate government to f ight 
against the foreign imports . Editors of Beij ing Cartoon, on 
the other hand, are trying and are ready for the coming 
challenges from the market. 
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Chapter 5 
Interaction with the Junior Artists 
Compared with the senior a r t i s t s f the junior comics 
a r t i s t s are perceived as being inexperienced and immature, 
unable to generate any impressive work, or work that re f lec ts 
the Chinese cultures. Although they are the ones who 
currently draw the new comics r they have not been invited to 
attend or participate in any formal meeting regarding the 
discussion of comics development in China. 
5.1 Social Status of the Junior Comics Art is ts 
In the f ie ld of the comics industry, junior a r t i s t s are 
looked down upon by their senior counterparts, who used to 
draw fengchihua, the old comics . In an award winning ceremony 
at the Contemporary and O r i g i n a l Comics E x h i b i t i o n 1 r one of 
the senior a r t i s t s commented that the new a r t i s t s could never 
replace the old, and that the new were actually the continuity 
of the old. Although he was a judge of a comics competition, 
he admitted that he had no idea of how to read the new comics . 
1
 Contemporary Comics Exhibition was held at Chinese Art Hall, in which 
Chapter 5: In te rac t ion with the Junior A r t i s t s 73 
However, for the sake of ranking the quality of work in the 
competition, he then went out to buy some for reference. 
After reading a few of those, he then marked the candidates‘‘ 
work. The speech made a dist inct ion between f e n g c i h u a and 
new comics, with the former one occupying a higher posit ion. 
The junior a r t i s t s f e l t insulted by his speech and his refusal 
to affirm the position of new comics. 
Figure 5.1 Children and their parents queuing for the Contemporary and 
Original Comics Exhibition 
In fact , the general public does not consider comics 
a r t i s t as a proper career: unstable incomes, without any 
medical benefits, pensions and no career advancement. No 
matter how much one succeeds, he or she will always jus t be 
only exhibits the art form that was o f f i c i a l ly accepted by the government. 
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a comics a r t i s t . Most of the junior a r t i s t s are s t i l l drawing 
in an amateur nature that they are mostly f inancial ly 
inadequate to concentrate on drawing comics as the i r 
full-t ime job. For those who are old enough to leave schools, 
they would work and draw simultaneously. Many of them have 
become art teachers in primary schools or editors in magazine 
houses . For the ones who are s t i l l studying in schools, being 
a comics a r t i s t is unlikely to be their career goal. 
Xiao Cao, a Qing Hua University ( 清 華 大 學 ) s t u d e n t majoring 
in computer science, claimed that she did not intend to be 
a comics a r t i s t . Cao started reading comics ever since she 
was in junior high. She then t r ied drafting some comics 
stories and she would save every penny to buy Japanese comics 
such as, Dragon B a l l , Rama 1/2 and Slamdunk, a l l Japanese 
comics. Her parents and teachers disliked Cao's reading 
comics and treated her habit as immature . However, a f te r Cao 
was granted extra points on the entrance examination into Qing 
Hua University because her special talent in comics, her 
parents then recognize<d that she was right to ins i s t and 
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follow her in te res t . At present, Cao has been attending the 
Qing Hua Art Society every Friday night to practice drawing 
comics: 
產琪的扎物 
Figure 5.2 Xiao Cao's work Maggie,s G i f t . 
Cao's f i r s t comic s t r ips were published in the July and 
August issue of B e i j i n g Cartoon. Although Cao and both of 
her parents f e l t happy about th is , i t i s never her aspiration 
Chapter 5: In te rac t ion with the Junior A r t i s t s 76 
to be a professional comics a r t i s t . Cao said she would not 
be a comics a r t i s t because 、、after a l l , the four-year-
university training cannot be for nothing". Though Cao i s 
now enjoying drawing comicsr comics might not be her future 
career . From Cao's statement f there is some implication that 
the education level and the probabili ty of becoming a comics 
a r t i s t may be inversely related. Only those who are unable 
to achieve at schools would be out to the society for drawing 
comics . 
People generally perceive that comics a r t i s t s are the 
lef t-overs of the other f ie lds and assume the profession 
requires no formal training. One of the comics fans wrote 
to me,
 n
i n China, the best a r t i s t s will do the oi l paintings,* 
the next best ones will do the in ter ior decoration or designs-
while for the worst, they would probably go into the comics 
industry." In other words, comics i s neither regarded as a 
form of art (oil paintings) nor a tool for making money 
(interior decoration or design) under general perception. 
In fact , i t is not necessarily true that those who cannot 
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achieve well at schools or other industries would become 
comics ar t i s t s A at least not for the junior a r t i s t s of B e i j i n g 
Cartoon • For the ones who have cooperated with B e i j i n g Cartoon 
on a long-term basis, they have either received formal art 
training in the art academies, or high school or t e r t i a ry 
education, only that those people choose to be the comics 
a r t i s t s . 
5 .2 Cooperation with Beijing Cartoon 
The a r t i s t s who submit comics s t r ips to B e i j i n g Cartoon 
are independent and individually responsible for the 
conceptualization and completion of their work. Basically, 
there are two kinds of a r t i s t s in collaborating with Beij ing 
Cartoon: 
1) The a r t i s t s who submit serialized comics s tories on 
a long-term basis • Most of them have another permanent 
job and among four of the ser ials a r t i s t s 工 interviewed, 
three of them are serving as art teachers in primary 
schools and one works as a fu l l time comics a r t i s t . 
Since the earnings from drawing comics is not steady 
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and cannot support their l ivings, they have to do other 
fu l l time jobs for supplementing the daily expenses . 
i2) Some a r t i s t s provide concluding s tor ies and comic 
scr ipts from a r t i s t s in different regions in China. 
Most of them are secondary or university students who 
cannot afford the time for drawing ser ia l ized comics . 
Many people have told me that 、、g〇〇d s tor ies are not easy 
to find" . The readers, the editors, the senior and the junior 
a r t i s t s themselves also agree on i t . In view of th i s , the 
editors have recruited two more female scr iptwri ters so that 
they could join in the a r t i s t s ' team in producing some s tor ies 
suitable for comics. 
There is a great variation in the age of the a r t i s t s ; the 
oldest one is over th i r ty and the youngest one i s only 
seventeen. Most of the a r t i s t s are at their twenties and they 
have been sending comics s t r ips to Beijing Cartoon ever since 
they were students. In terms of gender, most of the comics 
a r t i s t s in the industry are males. Among thir teen of my 
informants, only two of them were women , The a r t i s t s are not 
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a l l from Beij ing . Some are from Tian j in r Shanxi, Wuhan, Hunan, 
Harbin and Chengdu. 
5.3= Why do they Join the Comics Business 
For the junior generation, most of the comics a r t i s t s 
started out because they were inspired by Japanese comics -
Some of them merely wished to express and to entertain 
themselves and the readers, and possibly to become rich. As 
for some promising junior a r t i s t s , becoming a comics a r t i s t 
may serve as a link with the outside world. 
Jingjing, a twenty-year-old female undergraduate in 
Beijing told me that she wants to express herself through 
drawing comics , Jingjing said that she simply adopts comics 
as a medium of expression because science f ic t ion and comics 
are popular among youth.工 met Jingjing when she came to the 
Department of Beij ing Cartoon for the art editors ' advice on 
comic s t r ips . When I got the opportunity to talk to her,工 
found that she had also brought along one of her comics work 
that was about a love affa i r between a human being (male) and 
a robot (female)• Jingjing fe l t that people are forgetting 
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the i r duties toward the society and ignoring the consequence 
of having a new inventiori. For example, Einstein invented the 
atomic
-
bomb but he might not realize i t s destructive power. 
People should pay more attention to the domain of social duty, 
consequence and impact. 
Also, Jingjing obtains sat isfact ion from writing s tor ies 
and drawing pictures . She has been sending scr ip ts to other 
comics magazines, such as Youth Comicsf Cartoon Pioneer and 
C a r i c a t u r e Host, but not Beij ing Cartoon . Jingj ing explained 
that different comics magazines have different s tyles and 
various levels of acceptance .： B e i j i n g Cartoon appears to be 
re la t ively conservative so she would not send any work to i t . 
I t takes lots of time for an a r t i s t to draw a story and i t 
i s not possible for one to hand in any po l i t i ca l comics to 
Beij ing Cartoon. Moreover, i t might not accept any "gray" 
comics such as those about homosexuality^ sex, violence and 
teenage love. Jingjing's case shows that an a r t i s t will 
choose an appropriate magazine before sending out her work. 
I t has actually gone through the ar t is te s f i l t r a t i on process, 
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then to editors for further selection. 
Xiao Ha〇, a seventeen-year-old high school student 
s tar ted drawing comics because his elder brother was also in 
the industry. Xiao Hao was living with his mother in Shandong 
and he would only come to Beij ing in the summer and winter 
holidays 一 when he could be free from school. His comics 
characters were labeled as the、、cute〃 version that the editors 
thought would f i t the tas tes of some junior readers. 
Xiao Hao told me why did he join the comics business, 
There are so many limitations posed for the writers 
or comics a r t i s t s in China . If 工 am speci f ica l ly 
drawing for the kids, I don't have that much to 
worry about. Also, i t is by far the easiest way 
to get prestige and money - by capturing the l i t t l e 
boys and g i r l s f i r s t , then to seize the whole 
family. I t ' s just l ike the 4-2-1 f o r m u l a , every 
child is the、、little emperor'' so that when you get 
one, the other six will follow. 
The 4-2-1 formula was a reference to the family composition 
under the Single-child Policy: four grandparents, two parents 
and one child (Wu 1996:1-28) • Xiao Hao planned that the cute 
version characters shall be most appealing both to the 
children and the elderly. If the " l i t t l e emperors" were 
yelling for something,•the adults would def ini te ly s t r ive 
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with every means to sa t i s fy the i r majesty's needs . In that 
way, there would also be an opportunity for producing some 
commercial products with reference to his comics characters . 
Another comics a r t i s t , Xiao Wei also claimed that he 
entered the business because i t i s going to be p ro f i t making . 
Xiao Wei was i n i t i a l l y l iving in Wuhan and he t r i ed more than 
once to search for a job in Beij ing and for more social 
opportunities . He told me, 
Surely we would think of our income and future 
development, simply by drawing cannot make your 
stomach f u l l . The Japanese a r t i s t s are earning so 
much from comics and some of the masters even have 
a working team on the i r own, so can we. We are 
working for our own benef i t . To create comics with 
Chinese features; stop the cul tural imperialism of 
Japanese comics, who cares！ Those are only the 
government slogan but people would only buy what they 
think as good and beautiful！ 
I t i s true that popular a r t i s t s in Japan are mil l ionaires 
and household names. There are television programsf news 
s tor ies , books and even comics documenting and chronicling 
thei r l ives and careers (Schodt 1986)• The Japanese a r t i s t s 
are leading enviable l ives in the eyes of Chinese a r t i s t s . 
During my interviews with the comics ar t i s t s ,工 always heard 
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them complain of the poor reward they are receiving and also 
the huge difference in the fame and material return between 
the-Japanese and Chinese a r t i s t s . Both Xiao Hao and Xiao Wei 
expected to earn a fortune through drawing comics f i r s t and 
they hope that some days l a te r , thei r comics characters may 
be as famous as the other Japanese ones. 
For others, the profession i t s e l f provides a link with 
the outside world, and a bet ter world. Xiao Liu, a young man 
from Harbin, the Northeast part of China, stayed in Beij ing 
for almost two years and only went back to his hometown for 
Chinese New Year. Liu came to Beij ing alone so as to 、、try 
out his luck". "Trying out one's luck", which i s so popular 
among the young people, means one is waiting for the 
opportunity of future development. Liu was lucky that he has 
been working in a children's l i t e ra tu re publishing company. 
After finishing his fu l l time job, he would devote a l l his 
time on drawing comics. 
By comparing the difference between the material aspects 
and people of Harbin and Beijing, Liu prefers to the place 
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where he i s l iving rather than where he was born, 
Dong bei ren (North-easterner 東 3 匕 人 ） l i k e boasting 
but have no money. They would wear the i r best su i t s 
in front of people but actually they have been 
starving for days. Beij ing people are much more 
pract ica l in th i s point. In fact,工 d〇n〃t look l ike 
a dong bei ren at a l l . They are huge in size and they 
have a great appetite for drinks；工 am short and 工 
don't drink much. My friends always blame me for 
making dong bei ren lose faces when 工 refuse to drink. 
Liu chose to stay at Beij ing because of the opportunity 
i t offers and the harsh environment of Harbin. He said. 
Almost 50% of the under—graduates are l e f t 
unemployed and i t i s so d i f f i c u l t to find a proper 
job there . I wonder how do they make the i r l iv ings . 
As 工 am now having a fu l l time job in Beijing and 
工 can make some extra money, which i s riot a small 
amount, i t i s def in i te ly bet ter to stay in Beij ing 
than in Harbin. 
Liu then went on to talk about his career expectation that 
he certainly aimed at a higher goal. He told me, 、、if 工 am 
doing rea l ly good, who knows," he hesi tated for a few seconds, 
、、！riaybe 工 would be drawing comics In Japan, or maybe in Hong 
Kong". 
During our conversation, Liu asked me many questions about 
the comics market in Hong Kong and Japan, such as who i s the 
most famous a r t i s t s in Hong Kong; what i s the most popular 
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comics and the variety of comics in Hong Kong. He hopes that 
his drawing techniques might bring him to somewhere else 一 
somewhere outside of China. 
Although the junior a r t i s t s expressed the i r concern 
mainly on the subjects of personal significance and career 
achievement, there are also a few a r t i s t s who do mean to 
advocate Chinese cultures through comics. 
Lao bin, a comics a r t i s t who i s in his 30s, he i s one of 
the oldest junior comics a r t i s t s in Beij ing Cartoon. Lin has 
plenty of experience in reading comics , He s ta r ted creating 
comics even before the prevailing popularity of Japanese 
comics . After receiving a th i rd prize in a comics competition 
in 1994, Lin star ted drawing comics for other comics 
periodicals and eventually he become a ser ia l ized comics 
a r t i s t s for Beij ing Cartoon. 
Lin told me his aspiration of being an comics a r t i s t s : 
From the very beginning to the end,工 meant to arouse 
the children 's in teres t in Chinese t rad i t ions and 
cultures with good humor. In our f i e ld , the Japanese 
style i s most popular among the children who are very 
familiar with popular music, the things from Japan 
or other foreign countries, However, they may not 
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have any knowledge of Chinese history except on what 
they must learn at school. Children are being 
ignorant of anything that is outside their school 
curriculum. I am not saying anything about 
education or whateverA 工 just want to make them feel 
interested and then they will have a desire to know 
more through reading other books. 
Figure 5.3 Lao Lin's Guo Zhao in Beij ing Cartoon. 
Lao Lin's recent work, Guo Zhao ( ) , was based on some 
Chinese ancient detective stories • Lin was inspired by a Hong 
Kong movie by Stephen Chow (周星馳),a famous comedian. The 
story is about an old teacher and his student serving as a 
low ranked government officer of Qing Dynasty. The teacher 
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and the student have to solve a series of crimes and the s tor ies 
are often amusing and hilarious. For Lin, comics serve as 
an i-ntroduction of Chinese cultures to the children. By the 
same token, comics is also a kind of entertainment from which 
the readers are looking for pleasure and excitement. The 
content should not be too heavy or education oriented. 
5 . 4 Agreement: and Terms of Payment 
In principal, the agreement between Beij ing Cartoon and 
the a r t i s t s are based on t rust rather than on contracts. 
There is no fixed rate of payment being at the price ranges 
from RMB $60 to RMB $100 per page. The payment was set 
according to the popularity and number of pages of a comics 
story. For handing in the comic s t r ips , the a r t i s t s in 
Beij ing or the ones who are living in the nearby c i t i e s , l ike 
Tian Jin, they would usually come in person while for the ones 
who are living in other provinces, they would send their 
comics through express mailing. 
This payment system has been widely practiced by other 
magazine departments and accepted by the a r t i s t s as well • The 
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a r t i s t s could serve different comics periodicals i f they are 
really popular and productive, 
5.5- Summer Camping: Market Mechanism and Autonomy in 
Art is ts ' Creation 
Figure 5.4 Group photo of the summer camping: the readers, a r t i s t s , 
editors and me (Beijing Cartoon, September 1998) 
In the summer of 1998, the editors organized an annual 
summer camp so that they could invite a r t i s t s who had 
cooperated with them or are s t i l l drawing comics for Beij ing 
Cartoon. In addition to junior a r t i s t s , the editors also 
invited two readers and a comics columnist from Beij ing Youth 
Newspapers . 
However, the editors and the a r t i s t s had different 
aspirations for the coming act ivi ty. The summer camp lasted 
； 
B H _ _ _ 
for three days and conferences were held for reviewing the 
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cooperative relationship between the a r t i s t s and Beij ing 
Cartoon, each individual a r t i s t ' s work, as well as the future 
development of B e i j i n g Cartoon and i t s market posit ioning. 
The editors wanted to include some serious and prac t ica l 
matters in the conference and they have planned the fu l l 
agenda beforehand. For the a r t i s t s , except for a few who 
showed active at t i tudes in part icipat ing and giving feedback 
in the discussion, the others simply treated the summer camp 
as a holiday t r i p to Beijing. 
After everybody has' set t led down, the f i r s t conference 
commenced and i t was supposed to center on the discussion of 
the cooperation between the a r t i s t s and Beij ing Cartoon. By 
introducing the editors, the a r t i s t s , the newly invited 
scriptwriters , two lucky readers and me, the deputy of Beij ing 
Cartoon then went on to have a brief introduction on the 
development of comics in China. 
The editors of Beij ing Cartoon defined the present stage 
as the early development and that more e f for t should be 
devoted on discussing comics theories. The comics shall 
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never be pictures only but they should carry some messages 
and ideologies . However, since the a r t i s t s were used to work 
as at- one-man band that both the quantity and quality have not 
yet reached a high standard. Instead of working alone, they 
should have their own comics team. Beij ing Cartoon would be 
a middleman in gathering the a r t i s t s and the scr iptwri ters 
for the future cooperation, 
In the opening, there was a clear message that the editors 
desired to take an active role in par t ic ipat ing in the 
creation of s tor ies . I t involved interference in the mode 
of creation and the content, which made some of the a r t i s t s 
angry at the la te r discussion. At the beginning, the 
atmosphere of discussion was good that some of the a r t i s t s 
commented on the editors ' e f for t in computerizing the 
production processes, the amount of color pages in the 
magazine, as well as the relationship between editors and 
a r t i s t s . 
Xiao Feng, the a r t i s t s who has drawn a serial ized martial 
ar t comics said, 
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The Chinese a r t i s t s had no experience in drawing 
comics and we a l l learnt i t by ourselves . The editors 
should act as the teachers for us and they should 
direct us as their students. I t was not necessary 
to limit the themes of comics on school l ives only. 
We could actually increase the amount of choices、s〇 
as to a t t rac t a wider range of r e ade r s " 
Another a r t i s t s A Xiao Cao agreed that 、、the topics 
selection of the coming half year and the next year shall be 
opened to discussion between the a r t i s t s and ed i to r s . " 
The deputy responded that they could interact more with 
each other on future improvements . After that , the atmosphere 
became a l i t t l e b i t tense and no one spoke for a few seconds . 
In the following section, the tension between the a r t i s t s 
and B e i j i n g Cartoon was exposed, as well as the constraints 
of the editors themselves• 
Xiao Li f i r s t broke out: We should t rea t a magazine 
as a commercial product. You can do anything on i t 
as long as i t is sell ing good. To be ranked as the 
f i r s t , i t does not depend on the publishing amount 
but the sell ing figures
2
. One could only make money 
through sell ing the paperback
3
 comics. Also, one 
2
 An editor once told me that B e i j i n g Cartoon i s exaggerating i t s publishing 
figures of 100,000 per issue. The actual sel l ing figures should be at 
about 30,000 to 40,000 and the remaining magazines are stored at the 
warehouse and some would be distributed free in the national conferences 
and summer ac t iv i t ies . 
5
 There is a difference between the paperback comics versus a comics 
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should always seek the buyers' advice. I t i s not 
appropriate•for the magazine department to demand 
the a r t i s t s to f u l f i l l i t s needs. Only i f i t i s 
(comics) good, i t will have i t s market. 
The deputy argued: The point i s the definition、〇f 
good. 
Xiao Li : The editors should not say that they merely 
desired a part icular kind of comic sc r ip t . 
Xiao Feng agreed: Exactly, creation should be free 
from constraints . 
The Deputy: We [Beij ing Cartoon) respect the 
creat iv i ty of the individual a r t i s t . 
Xiao Li: But some of the magazines are not rea l ly 
commercialized (In which Xiao Li implied B e i j i n g 
Cartoon). 
The text editor of Beij ing Cartoon protested: We are 
dancing with our chains on and we also have to face 
our constraints (In which the constraints from the 
leaders of publishing house and the f inancial 
l imitat ion) . 
Xiao Li: So how long can you dance? 
Xiao Feng: The competition will be very cruel l a te r 
on . 
periodical and the concept was adopted from the comics industry in Japan. 
The former usually contains stories of a single a r t i s t and i s about the 
similar size of Readers' D i g e s t . However, the comics periodicals are 
published st a. regular sequence, for instance, a. week 〇r 3. month. I t 
contains more than one a r t i s t s , work a.nd. the size is usually double 〇r 
even t r ip l e of the paperback comics. 
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Xiao Li: The content in C a r i c a t u r e Host 4 i s very 
healthy too. 
The Deputy: We have our own position and so do other 
—magazines. I t i s the a r t i s t s ' choice to cooperate 
with the one that sui t them the best . 
Xiao Li: Is i t (the positioning) sc ien t i f i c? 
The deputy responded in a briskly tone: 
We will leave i t to the market. The Party i s now 
having the control; there i s a degree of freedom for 
you to exercise your autonomy, However, some of the 
aged leaders may not to t a l ly accept that degree. 
There should be a t ransi t ion i f we aim to make B e i j i n g 
Cartoon as a tongsu wenhua (mass culture 通俗文4匕）• 
We don't have the capital elsewhere but we have to 
understand that B e i j i n g Cartoon i s def in i te ly a 
commercial product 一 the market will t e l l . 
All were s i lent and none have spoken a word. After the 
deputy's defense, the newspapers columnist from B e i j i n g Youth 
Newspapers then started making comments on the previous 
argument, 
All the junior comics a r t i s t s are getting more and 
more mature compared with the l as t two years. 
Mentally speaking, t'hey are also thinking deeper and 
deeper. B e i j i n g Cartoon i s a very unique magazine 
that none of the other brand could replace i t . The 
problem is - there are l imitations from above that 
the editors also have their d i f f icul t ies .工 think we 
should a l l understand th i s . In face of the 
ins t i tu t iona l change, a Party magazine will become 
4 A r i v a l
 comics magazine published under the 5155 Program 
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a commercial product. B e i j i n g Cartoon i s now trying 
to survive between a gulch. 
Perhaps i t was a wise decision to invite a thi rd party 
from the newspapers for his remarks have cooled down both the 
a r t i s t s and editors . 
The deputy then went on-explaining the d i f f i cu l t i e s of 
Beij ing Cartoon: 
When facing the market, we do feel the c r i s i s . Though 
the a r t i s t s will be bao 5 ( 包 ） , w e s t i l l want to have 
a team of a r t i s t s of our own despite of the objective 
constraint . However, we don't mean to distance 
ourselves from the readers, Among the other comics 
periodicals, B e i j i n g Cartoon has i t s own 
character is t ics and we hope to be much more closer 
to the children, 
The discussion stopped there and the chief editor declared 
the end of the conference. I t seems that the a r t i s t s and the 
editors are having different understandings on the operation 
of the market and on each other 's role. The a r t i s t s expected 
the editors to leave everything to the market but the editors 
wanted to be more active in the conceptualization of thei r 
work. I t is where the polemic started but as the editors will 
5 B e i n
g
 b a o
 means being employ by a corporation or an employer but there 
l s a
 negative implication on this kind of cooperation. The relationship 
could be either formal or informal that the employer will provide the 
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always have the ultimate hands in decision making, the a r t i s t s 
knew when they should r e t r ea t . 
-From the above conference, the junior a r t i s t s and the 
editors were mainly arguing on the points of the mode of 
competition in a market economy and the a r t i s t s ' autonomy in 
comics creation.工n fact , these two points were closely 
related and one could not explain the f i r s t without touching 
on the second. For the f i r s t point, most of the junior a r t i s t s 
think that B e i j i n g Cartoon i s not yet adaptive to the market. 
During the discussion among the a r t i s t s or in the i r interviews, 
B e i j i n g Cartoon i s a synonym to Party,s mouth and tongue. I t 
i s a magazine sponsored by the government and i t i s in f lex ib le 
in reacting to the market change. I t might not be the ed i to rs ' 
faul t but the perseverance of the publishing house's leaders . 
A junior comics a r t i s t described the ed i to r i a l 
positioning with rue, 
B e i j i n g Cartoon i s an o f f i c i a l magazine that on 
themes selection, i t will face lo ts of constraints 
posed by the author i t ies . I t i s not l ike the stock 
and shares market, which is so commercial in nature. 
material bases in return to hold the to ta l autonomy in work. 
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Beij ing Cartoon i s somewhere between the readers and 
the leaders-. I t has to report to the people above and 
to be responsible to the children below. 
For the a r t i s t s , the intervention of the editors and the 
poss ib i l i ty of using the scriptwriters made them enraged. In 
the conference, Xiao Li -and Xiao Feng argued that the a r t i s t s 
should have to ta l control over thei r work. Instead of having 
the editors t e l l ing them what to write, the market could do 
i t much more e f f i c ien t ly . In addition, the junior a r t i s t s 
were skeptical to the edi tors ' ab i l i ty since they do not have 
experience in comics. 
An a r t i s t who used to work in B e i j i n g Cartoon in a part — time 
basis, Xiao Yi, explained: 
The editors have no experience in reading comics and 
they know nothing about i t previously. They have no 
passion on comics and even i f B e i j i n g Cartoon i s to 
be closed down, the editors will have somewhere else 
to go. I t i s thus not their concern to make the 
magazine popular . 
To a certain extent, Xiao Yi was right that the editors 
often joke of shif t ing to the other departments because they 
are unsatisfied with their job duty and workload. 
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5.6 The Editors' Expectation on the Roles of the Art i s t s 
From the editors ' point of view, the junior a r t i s t s are 
a bit"inexperienced and immature in drawing comics . As one 
of the heads of Beij ing Publishing House said in a conference, 
The a r t i s t s nowadays are born in the seventies, read 
comics in the eighties and to create comics works in 
the nineties . The social condition is always changing 
and compared with the a r t i s t s in 1950s, they do not 
bear that much his tor ical burden in creating their 
own work. 
In the past, the comics a r t i s t s served the Chinese Communist 
Party in promoting the state policies but the junior a r t i s t s 
do not have to do this anymore. They are not employed by any 
of the state enterprises and their relationship with B e i j i n g 
Cartoon was mainly a buying—and—selling relationship. I t 
might also help to explain why the senior a r t i s t s are so keen 
on the educational and promotional 
the junior a r t i s t s were reluctant 
pr ior i ty in their agenda. 
As i t is mentioned above, most of the junior a r t i s t s join 
the business partly because of the inspiration from Japanese 
comics. Their work thus shares a great resemblance with the 
aspects of comics, while 
to rank i t as the f i r s t 
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comics they have been reading and the form is s t i l l new to 
the Chinese. The editors accept these a r t i s t s ' work but 
in s i s t on depicting more on the Chinese set t ing and people. 
Besides, the children are so used to the Japanese comics that 
the editors cannot ignore the readers' preference. 
The senior ar t editor of B e i j i n g Cartoon commented that 
the junior a r t i s t s have been exploring and developing the i r 
own styles but most of them are simply copying from Japanese 
a r t i s t s . He said, 
The a r t i s t s have to upgrade their drawing sk i l l s and 
comics languages. They don't have teachers, 
teaching materials, the information and capital for 
further improvement, Most importantly, the a r t i s t s 
are working individually. They will be responsible 
for the pictures and the stories themselves, which 
often result in shallow stories with poor plots • In 
addition, their production rate i s also too slow. 
Comics is a commodity which requires both quality 
and quantity. 
The editors admitted that B e i j i n g Cartoon i s a commercial 
product that will face the challenges of the market. In terms 
of the conceptualization and completion of comics, the 
editors wish to work with the a r t i s t s as a team so that they 
can take a leading role in directing the flow of s tor ies . 
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5.7 Art i s t s ' Comments on the Educational Aspect of Comics 
In China's comics market, each magazine department has 
i t s own understanding on the meaning of advocating Chinese 
comics, resulting in different edi tor ia l and comics styles . 
The a r t i s t s will send their s t r ips according to their 
perception on the requirements of various periodicals . For 
B e i j i n g Cartoon, the junior a r t i s t s described i t as 
conservative in content though they also asserted i t s 
openness to comics of various genres. 
The junior a r t i s t s usually hold consensus on the 
educational functions of Chinese comics . They are well aware 
that their work should not involve with pol i t ics or c r i t i c i ze 
any social a f fa i r s . 
x i a o
 Xie, an a r t i s t who likes to study theories and 
philosophies of Chinese ar ts , told me, 
In China, everything is so pol i t ica l oriented that 
pol i t ics is s t i l l a very sensitive topic . People are 
very sensitive to pol i t ical issues since the Cultural 
Revolution. I t is very easy to lose one's job for 
not following the government's regulations. 
Not only Xiao Xie, the other junior a r t i s t s shared with me 
the stories of their own experiences on the importance of 














Figure 5.5 Red Eyes B i r d : The mischievous students are able to make 
nicknames for the staff but not the principal. 
keeping out of discussions on po l i t i c s . From the a r t i s t s ' 
point of view, education implies a happy ending and a 
reconcil iat ion of conflicting ideas and par t ies . Xiao Yi 
understands i t as the following: 
Suppose you have a sfcory about a naughty boy. I t 
doesn't matter what he is doing at the middle of the 
story; be he mischievous or indolent f that boy has 
to learn his lesson and to be good and obedient at 
the end. 
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-句话. • J 
Figure 5. 6 Red Eyes Bird: At graduation, the students were s t i l l in the 
trouble of thinking of a suitable nickname for the pr incipal . 
END 
Figure 5.7 Red Eyes Bird: The principal was making a nickname for himself 
and the students were a l l touched. 
In B e i j i n g Cartoon, there are lots of s tories l ike th is 
我定不动 
For instance, Red Eyes Bird i s about the reconciliation of 
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a group of recalci trant students with their old principal . 
Firs t , the students like giving nicknames to the s taf f at the 
school and they are proud of their talents on doing so. As 
those students are going to graduate, they cannot think of 
a good name for their respectable principal - the highest 
authority at the school. At las t , the highest authority of 
the school was not insulted by the mischievous students . The 
principal f inal ly made a funny name for himself that both 
par t ies ' f e l t sa t i s f ied . 
Flipping through B e i j i n g Cartoon from the f i r s t issue to 
the la tes t one, there are plenty of stories like this and the 
editors also told me that they want the stories to have a happy 
ending since those are for the children. At least at the point 
of setting an ending, the a r t i s t s and editors appear to agree. 
5 • 8 Concluding Remarks 
In the comics industry, the editors of Beijing Cartoon 
h a v e
 to deal with both the senior and junior a r t i s t s at 
different levels. At the macro-level, senior a r t i s t s 
occupied an important position in influencing the public 
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opinion over the present and future development of comics. 
They are very much concerned about the educational and 
promotional functions of comics; while the edi tors and junior 
a r t i s t s may not disagree, but are far less concerned about 
these aspects. The contestation i s on the social functions 
of children l i t e r a t u r e - to educate or to en ter ta in . 
At the micro一level, however, the contestation i s sh i f ted 
to the conf l ic ts between marketing strategy and creation 
autonomy. The junior a r t i s t s desire minimal government 
control and maximum market guidance for empowering themselves 
in comics creation. Clearly, junior comics a r t i s t s must 
operate under constraints imposed by the Chinese Communist 
Party o f f i c i a l s . The editors of B e i j i n g Cartoon are thus 
caught between the party direction and the market demand. The 
confl ic t i s originated from the ins t i tu t iona l and ideological 
constraints and the junior a r t i s t s find that they may stunt 
the local industry. This i s the most challenging task for 
the editors , for the present, as well as the coming future. 
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Chapter 6 
The Interaction with the Readers and Elders 
In China, the government is not alone in disl iking 
the young generation reading foreign comics; many parents 
and teachers also try every means to stop teenagers from 
reaching to comicsA including those endorsed and 
published by the government. Parents and teachers make 
no distinction between the Chinese and Japanese comics 
though the l a t t e r ones carry some educational elements. 
The tension existed between these two part ies are mainly 
caused by their different at t i tudes towards the functions 
of comics: the elders perceive comics as a tool for 
transmitting the proper at t i tudes and knowledge to the 
young generation; the elders' concern are mainly on the 
academic aspect of their children but the teenagers are 
putting more emphasis on entertainment and relaxation. 
6 .1 Whom were and Whom are the Comics for? 
Before the introduction of the term of "comics" or 
"cartoon", people used to refer to the p ic tor ia l 
periodicals or books as xiao ren shu (little-person-book 
小人書）. There are two‘reasons for this name. Firs t , the 
readings were very small in size that one could hold them 
in a single hand. Second, the readings with text and 
pictures were for the people with l i t t l e education. 
Nowadays, there has been a trend towards increasing 
sophistication in comics. Comics, especially the 
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Japanese o n e s a r e not solely targeted at the children, 
but also the juveniles and adults. The themes of 
Japanese comics are more varied in that there are s tor ies 
of_ sports, adventure, ghosts, science f ic t ion, detective 
stories and school l i f e tales (Schodt 1986: 13-27). 
Though comics are getting increasingly sophisticated and 
the content is much more diversified in nature, parents 
and teachers s t i l l believe that reading comics is 
childish. 
Mr. Xia, a man with a thirteen-year-old daughter told 
me the following: 
In the past, we also read xiao ren shu and many 
of the books were adapted from some Chinese 
ancient s tor ies . But we never bothered to buy 
them; we only rented those l i t t l e books for a 
few cents each from nearby stores. I t was the 
best way to spend an afternoon in reading those 
pictor ia l books. The xiao ren shu were for the 
kids only and 工 cannot imagine that the 
secondary and university students are now so 
crazy on them. 
Based on the adults' past experiences, books with 
plenty of pictures are for the less educated or 
i l l i t e r a t e because those people could not read words. 
The educated people would never enjoy reading any 
pictor ial materials. The teenagers, thus, should also 
stop reading comics once they have entered the schools 
for further education and have learned more words. 
6.2 Parents and Teachers: Comics for Education 
Most of the comics readers are primary, secondary and 
sometimes university students. For the parents and 
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teachers, those students "are s t i l l in a t rans i t ion 
period and are rather immature in terms of the 
development of their minds and bodies, they are 
susceptible to th is sort of influence
1
 and easi ly swayed 
by what they see.，，(Liang 1993:28) The parents, teachers 
and the general public think that the teenage students 
are innocent and passive in receiving whatever they have 
seen and read in the media» I t i s thus essent ia l to 
publish materials that are appropriate for them. The 
authori t ies should be portrayed in a good l igh t ; good 
must always triumph over evi l ; graphic violence, 
intimations of sex, and bad languages are a l l prohibited. 
Moreover, Chinese parents tend to be achievement 
oriented since education is a prominent means for upward 
mobility and personal advancement. The teenage students 
a r e
 taught 、、al jobs are low in status, except study 
which i s the highest" ever since their childhood period 
(Hau and Sa l i l i 1996:128) . In fact , the parents and 
teachers do not encourage their children to pursue 
enjoyment and leisure. In Chinese Education and Society, 
a survey shows that the elders feel worried because 、、the 
students pursue struggle, luxurious and leisure, and lack 
of arduous struggle" (Zhang and Zhang 1993:79). A 
teacher says in the survey, 
The students are getting worse from one class to 
another, and lazier from year to year. We, the 
teachers, have become merely railroad conductors 
'
T h e
 influence from comics with the elements of sex an violence. 
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and cops. In class we have to force students to 
learn; af ter class we have to yell at them to 
get them to study, and sometimes we even have to 
resort to beatings" (Zhang and Zhang 1993:80) 
A seventeen-year-old boy told me. 
Not only comics, we are not allow 、 to 
part icipate in other leisure ac t iv i t i es before 
or during the examination period. I t i s an 
excuse for parents to blame on the comics 
because they want us to concentrate on studies. 
Once we are in the. university, we are free to do 
whatever we want. 
The students should thus concentrate on studying 
other than anything else. Comics, as one of the 
curriculum in children's l i t e ra ture , should thus help in 
edifying the children and students on their studies and 
moral development. The parents and teachers are 
pragmatic on the educational aspect of a l l children 
l i t e ra ture , including comics: the content should be 
either for ethical edification or academic advancement; 
or both. Japanese comics, or many of the other comics in 
China are not i n i t i a l l y for education though a certain 
kind of ideology might be carried through the s tor ies . 
The parents and teachers worry that reading comics with 
no explicit educational elements is a waste of time; they 
thus oppose their children reading comics. 
6.3 Parents and Teachers: Sex and Violence in Japanese 
Comics 
Parents and teachers accused Japanese comics of 
having too much sex and violence which will corrupt the 
minds of teenagers. In the elders' sense, i t is true 
that many Japanese comics are not suitable for children 
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since "scenes of violence, unnatural sex, and scatology 
are commonf even in comics for children" (Schodt 1986:12-
27)• Those comics were introduced to the Chinese market 
without introducing any regulation to prevent teenagers 
from buying adults' erot ic comics. Since the general 
public s t i l l perceive comics as chi ldren 's l i t e r a t u r e , 
anything printed in comics should be healthy and readable 
for children. There is no market segregation for comics 
in China• 
Figure 6.1 Japanese comics books at the second hand market. 
I t i s in fact very easy for teenage students to buy 
pornographic comics at the comics stores and the second 
h a n d
 market. 工 myself have seen various pornographic and 
violent comics being displayed alongside other magazines 
a n d
 books at local bookstores. Many of my friends in 
Beijing told me that comics are for those who have money; 
age i s not a matter. The store owners will not intervene 
^
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the teenage customers from buying the comics they prefer , 
even though these comics are intended for adults . In the 
second hand market, there are also the original Japanese 
manga and magazines l e f t by the tour i s t s and foreign 
students . 
Figure 6.2 No market regulation for pornographic comics in China, 
There is a wide range of foreign readings such as 
comics, leisure magazines, novels, textbooks and 
dictionaries from various countries such as the United 
States, Britain, France, Germany, Japan, as well as 
Taiwan and Hong Kong. The price on those readings 
fluctuates, depending on the purchasing power of the 
buyers. Many of my informants like to take a look there 
in weekends and ending up spending a fortune in buying 
comics. Though none of my informants understand the 
Japanese captions, the pictures themselves will t e l l them 
a
 g〇〇d story. This also made the parents and teachers 
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worried because i f no one understands JapaneseA they 
cannot be sure of what their children are reading, le t 
alone whether the content is healthy or not. 
6.4 More than Sex and Violence in Japanese Comics 
Other than sex and violence, parents and teachers 
have raised some points for stopping the teenage students 
from reading comics. They blame comics for constructing 
some bad images of parents and teachers and the comics 
characters do not pay respect to them. Worst of a l l , a l l 
the stories are unreal is t ic , not based on actual 
incidents, and they may mislead the young readersA who 
are not so proficient in distinguishing between the real 
and the imagined• Even the Chinese comics, in which the 
content i s supposed to be milder than the Japanese ones, 
upset the parents and teachers. 
In the September issue of Beijing Cartoon 1998, there 
was a picture about the imagined scene of a modern 
classroom. The t i t l e was "Happy Schooling": a short-
sighted teacher is entering the classroom without 
noticing the chaotic environment; students are playing 
soccer at the front, a tribesman is standing at the 
middle; some have brought their pets to the lesson and 
there is even a boy eating an ice- cream at the back. 
Before the picture was published, i t was seen by a parent. 
The parent was angered by the subversiveness of the scene; 
she commented that the setting was too chaotic and 
unreal is t ic . The editors of Beijing Cartoon worried that 
Figure 6.3 The amended version of ^Happy Schooling" in 
the 
Chapter 6: The In te rac t ion with the Readers and Elders 111 
publishing the picture might annoy both the teachers and 
parents. They thus added a quotation mark at the 
character "happy" so as to indicate and emphasize i t s 
imaginary nature and inauthentici ty. 
4 
September issue of Beijing Cartoon 1998 
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Figure 6.4 The female and male Rama being together. 
Parents and teachers find the subversivesness more 
intolerable in Japanese comics. Rama 1 / 2 , a story that 
t e l l s the adventures and Kung fu ( 功 夫 ) t r a i n i n g of a boy 
named Ramar is a typical example of forbidden comics for 
the youngsters. Rama is a high school student who l ikes 
following his father to go for training in China. They 
f e l l into two magic ponds and were cursed forever. Rama 
and his father will turn into a g i r l and panda 
Figure 6.5 Rama's father 、、talks" to people by using a sign board. 
In Rama, the main characters are a l l "abnormal" that 
they either have some strange physical appearances, 
personali t ies or preferences. Rama certainly i s abnormal 
since he is a boy but can also turns into a g i r l when 
splashed with cold water; others may turn into a piglet 
or a boar while touching cold water; Rama's father will 
use a signboard to communicate with the others when he i s 
a
 panda. Even the elder people are of no exception. 
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respectively whenever they touch cold water. By having a 
bi-sexual body of a boy and a g i r l , Rama meets d i f fe rent 
strange people and the adventure then begins. 
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Figure 6.6 Master Bo chasing Rama s bride 
Master Bo, for exampleA l ikes collecting women's 
underwear and making friends with young ladies despite of 
his old age. In Figure 6.6, Master Bo i s chasing a f t e r 
Rama's bride when they are trapped in a mirror. He 
shouts to Rama‘s bride, "there is no way out anyway, so 
le t us be Adam and Eve in the mirror." Master Bo then 
races to the fearful g i r l . He always fancy of having sex 
with a l l the other beautiful female characters but get 
none in the end. From the elders ' approach, Rama is 
not the appropriate reading materials for teenagers. In 
the story, there is no positive character that one could 
respect: the father who would turn into animal while 
touching cold water; the martial ar t Master enjoyed 
hanging around at the red l ight d i s t r i c t to look for sexy 
women,, the sister-in-law who would do anything for making 
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money, even to se l l her own s is ter ' s underwear and many 
other characters are weird in their own ways. Since the 
parents and teachers consider their children as innocent 
and passive in reading, those people are def ini te ly of no 
role models for the young readers and the f ic t ive 
elements would confuse them of what they should do or not 
to do in the real world si tuation. 
6 . 5 Nippon-centric and Militarism of Japanese Comics 
Many of the Japanese comics like to depicting the 
Japanese as the main characters of the story, especially 
as the heroes or saviors of the world. The theme of 
having Japanese heroes versus alien invasion i s very 
popular among the teenage students. 
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Figure 6.7 Athena's warriors fighting for the peace of the earth 
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The S a i n t , for example, is based on the Greek myths 
and the a r t i s t ' s own creation. The comic story is 
originated by Masami Kurumada and i t i s about the Greek 
Goddess of Athena and her warriors. The Athena
1
s 
warriors have to fight for just ice and peace against the 
other evil warriors and the main hero i s a Japanese young 
man called Saint. In S a i n t r the comic characters were 
ki l l ing and dying in the wars. In addition to having too 
much 、、fighting and dying", the comics seemed to emphasize 
on the glory of war too much, which was actually the 
^revival of Japanese militarism and nationalism"
2
. A 
secondary teacher said, "those comics are not like the 
comics in our time because there are too much fighting 
and kil l ing involved. The themes in the comics are too 
superficial and they have not emphasized humane s to r ies . " 
Parents and teachers do not want their children to 
have the misconception that fighting and ki l l ing could 
solve problems, and they feel that i t is very dangerous 
for the teenagers to think in this way. 
6 . 6 Better Academic Performances and More Choices 
In fact, not a l l parents or teachers object the 
teenage students from reading comics. Some make the 
concession of putting less res t r ic t ion on the children's 
habits, as long as the students have good grades at 
schools . 
2
 Source: an unpublished paper written by a comics fan. 
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Jingj ing, a twenty-year-old undergraduate told me how 
she negotiated with her mother and school on her le i sure 
preference, 
Indeed, i t i s nearly impossible to have a mom who 
allows her kid to read comics. However, my mother 
and teachers could not help but let. me keep on 
reading comics because 工 am always one of the 
best in my year. So what else can they say? 
Many of my other informants admitted that the i r 
parents emphasize on school grades a lo t and i f they ever 
f a i l in any subject, they would lose the i r r ight to read 
comics. Some parents also endorse the i r ch i ldren ' s 
favour over comics because they think i t wil l keep the 
children from "playing outside and messing around". 
Mrs. Zhang, the mother of Jingj ing said, "compared 
with my daughter's classmates, Jingj ing i s indeed a b i t 
introverted. Instead of messing around, reading will be a 
good habit for her since i t keeps her at home and she can 
concentrate on what she i s doing, unlike the other 
teeangers who like to play outside a l l the time. Besides, 
she does not only read comics, but also some other books 
as well, some serious books .“ 
Mrs. Xia, the mother of a f i f teen-year-old g i r l said, 
Unlike our generation, children nowadays are much 
lonel ier . My daughter i s the only child in the 
family, she does not have any siblings to play 
with. I t i s fine to read comics and I have also 
bought her those comics adapted from some Western 
c lass ics , l ike C a m i l l e , Jane Eyre and Carmen.工 
hope my daughter can also learn some knowledge 
from reading comics. 
Mrs Zheng, the mother of a twenty-year-old boy said 
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at ^Parents' Section" in Youth Comics 3, 
Though my son puts lots of energy in reading and 
drawing comics, he always place study as his 
f i r s t pr ior i ty . As he has already entered the 
university, he s t i l l sticks to his interest -
,comics, After a l l , reading comics is better than 
playing video games. 
Discussions with parents and teachers reveal that 
education and academic background are their primary 
concern during the students' adolescent period. The ones 
who forbid teenagers from reading comics do so because 
they fear that will divert the teenagers
r
 concentration 
from their studies. For those who are not against 
children reading comics (which does not necessarily mean 
they support or encourage i t ) , they must be assured of 
their children's academic performance. School grades 
become a trade-off between the parents and children: only 
the ones who get good grades at schools shall have more 
negotiating power in deciding what they want to do with 
their leisure time. 
6 • 7 The Popularity of Comics among the Teenagers 
If parents and teachers are so reserved towards 
comics, how can i t spread so rapidly and widely among the 
teenage students? 
First of a l l , i t is due to the sense of fun and 
relaxation conveyed by comics, especially Japanese comics. 
For decades, the Chinese Communist Party has been 
employing heavy-handed efforts in controlling cultural 
3
 Source: Youth Comics, 1996 
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productions (Farquhar 1995). I t has s t r i c t l y defined 
t a s t e , and res t r i c t ed and denigrated leisure- t ime 
a c t i v i t i e s . This reached an extreme during the decade of 
the .Cultural Revolution and there was v i r t ua l ly no 
knowledge of foreign comics. However, with the Open Door 
Policy in the early 80s, there was a great influx of 
Japanese comics and they are c lear ly commercial and not 
produced under the influence of the party. When one 
compares them to dogmatism of mainland ch i ldren ' s 
l i t e r a t u r e , the entertainment and relaxation brought out 
by Japanese comics i s quite a t t r ac t i ve . By means of 
relaxation, comics provide a way out from the workload 
and pressure of schools and families. In my informants' 
l e t t e r s and interviews, they claim that they wil l read 
comics secret ly when they are having examinations though 
i t i s forbidden by the i r parents. The children called i t 
"the above set the policy; 
strategy" (Shang You Zheng Ce, 
對 策 ） . The thir teen-year-old 
spent her study time, 
the underneath have the 
Xia You Dui Ce上有政策，下有 
Xiao Gao told me how she 
Though 工 have promised my mom that I wil l not 
touch comics when 工 am studying, i t i s so 
d i f f i cu l t to concentrate myself and the reading 
materials are so boring. Somehow 工 cannot help 
drawing those comical pictures in the textbooks. 
Another juinor high school student Xiao Xi said, 
Comics help me to get out of the suffocating 
school environment. When 工 am reading the comics 
on students playing t r icks upon teachers,工 f e l t 
so excited！ If we cannot do i t in our real l i f e , 
why not in comics? 
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In china, comics serve as a s i t e of relaxation where 
teenagers can connect to a world with less constriant 
from the authoritat ive control of parents and teachers. 
They thus reject the idea of reading comics for learning 
knowledge as the ultimate purpose. 
The second reason for comics' appeal i s i t s content. 
While the Chinese Communist government emphasizes on 
addressing large themes of modernization, nationalism and 
socialism in children l i t e ra tu re , Japanese comics are 
closely linked with the teenagers' l ives . Xiao Fan, a 
seven teen-year-old boy explained, 、、“there are numerous 
themes in comics and many of them are in the school 
set t ing. 工 feel: much more familiar with those topics ." 
Xiao Fan told me that he f e l t res is tant towards the s ta te 
propaganda promoted in Chinese cartoon and comics. In 
"Students and the State in China", Stanley Rosen also 
shows that 、、there is a decline in the legitimacy and 
importance of the state-sponsored ideology in motivating 
students' a t t i tudes and behaviour and a corresponding 
loss of organizational control through party-directed 
transmission bel ts" (Rosen 1992 :183) . As my other 
informants claimed, the good point of Japanese comics or 
modern Chinese comics is their ab i l i ty to concentrate on 
small incidents and feelings that readers can ident i fy 
with, and not the issues on the
 xx
love of motherland". 
The f inal reason is the hybridity of Asian t radi t ions 
and modern cultures in Japanese comics. Some readers 
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believes that there is a gradient of superiority in 
popular cultures. They think the best is originated from 
Europe and America; then the trends will be f i l t e r ed 
through Japan, 、、Gangtai〃 (Hong Kong and Taiwan 港 台 ) a n d 
f inal ly arrive in China. Comics, as a cultural product, 
is at the same time foreign and modern - i t originates 
from somewhere outside of China. Consuming i t thus gives 
the children a sense of participating in a sophisticated 
global act ivi ty and there is prestige attached to being 
familiar with Japanese comics. 
6 . 8 Feedback from the Comics Readers 
Many teenagers are reluctant to accept the idea that 
reading should be solely for education. Comics can also 
provide entertainment and leisure. The comics readers 
often express their opinions through the feedback system 
established by Beijing Cartoon. In addition to the 
standard response form, readers can provide comments and 
news by writing le t t e r s and sending emails. Readers'' 
comments are featured in "Letters to the editors" section 
and in sidebars on the comics pages. In addition to 
te l l ing whether a story is popular or not, the readers 
will often complain of their parents' or teachers'' 
opposition towards comics: 
My mother will not le t me read comics just like 
the other parents do. She not only took back a l l 




 Source: Beijing Cartoon (July 1996:33) 
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My classmate's parents found out she had read 
comics and they torn off her comic book. They 
then told my parents the book belonged to me. My 
papa and mama have confiscated a l l my comic books 
and 工 am not allowed to read comics anymore. 
Our form teacher has confiscated a l l our comics 
and we are not allowed to bring any kind of other 
comics to the school. But i t is not, fa i r and we 
have never read comics during the class！6 
I want to be a comic a r t i s t and my friends a l l 
encouraged me to do so. But my mom won't l e t me 
and she has hi t me several times for this *
7 
Papa and mama, I don't want to hear the 
accusations from you and teachers. Reading 
f ic t ion and comics. is my only interest but you 
are taking them away from me. What can 工 l ive 
for ….•….
8
 “ 一 
Many of the readers have been writing l e t t e r s to 
complain about the conflicts between them and their 
parents and teachers. The teenage students do not 
seem to agree with their parents on the functions of 
comics and there are conflicts in the family. 
6.9 The Conflicts: More Education or More 
Enter tainmen-t 
The comics readers are reluctant to accept the idea 
that reading should be for education only; they feel i t 
can also be for leisure or entertainment. For the young 
readers, they seldom think of reading comics in 
nat ionalis t ic or educational terms. 
Except for a few, a l l of my informants claimed that 
5
 Source: Beijing Cartoon (December 1997:43) 
6
 An unpublished l e t t e r from a reader in Septermber 1997. 
An unpublished l e t t e r from a reader in June 1998. 
8
 Beijing Cartoon (July 1997:65) 
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they l ike to read Japanese comics because they are 
"hilarious and entertaining". Some of the teenage 
students, especially the high school and universi ty 
students, are repelled by the idea of being educated 
during le isure . They often re ject the Chinese cartoon or 
chi ldren 's l i t e r a tu re because "those are for l i t t l e kids". 
The eighteen-year-old Xiao Zhang said, 
I don't l ike reading the Chinese s tuff because 
they are always trying to pour something into 
your head. Besides, the Chinese comics or cartoon 
are made for kids only and the story will remind 
you what you should have learnt a f t e r reading or 
watching the cartoon program. Who cares！ 
The fourteen-year-old g i r l Xiao Kao said, 
There are lo ts of l imitat ions in Chinese comics 
and the themes are not trendy at a l l . For example A 
in Japanese comics the students can put a mouse 
into a teacher 's pocket but i t i s not allowed in 
Chinese comics. If we cannot do i t in our real 
l i f e , why not in comics? I t ' s so boring that the 
Chinese cartoon and comics always teach you to 
behave well and not to play t r icks - those old-
fashioned themes . 
For the children, comics serve as a connection to the 
outside world and also a catharsis from the authori ta t ive 
control of the parents and schools. As Schnmitt 
i l l u s t r a t e s , comics, popularity stems from the fact that 
they offer al ternat ives to and escape from the ideology 
of the status quo (Schmitt 1992) • The children thus 
reject the idea of reading comics for learning or 
accepting everything from the books. 
In comics consumption, there i s in fact a 
contestation or negotiation in the issue of education 
versus entertainment. The parents and teachers mean to 
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generate the continuity of the social norms and values to 
the young generation through multiple channels, including 
comics. For example, the children should be respectful 
towards the authori tat ive figures such as the police, 
teachers and elderly. However, Japanese pr Chinese comics 
may now carry another kind of status quo and the contents 
are vastly diversif ied and complicated. On the other hand, 
the parents and teachers also want to hold more control 
over the issues of what kind of social r ea l i t y should be 
exposed to children. Compared with the Chinese comics, 
the themes in Japanese comics are more sophisticated: 
there are the s tor ies on the subjects of environmental 
pollution, homosexualityf po l i t i ca l corruption, child 
abuse and World War s tor ies . I t i s a common theme for 
the Japanese a r t i s t s to predict the end of human 
c iv i l iza t ion because of human ignorance and self ishness . 
Very often, there might not be a happy ending in the end. 
Those kinds of Japanese comics do not f i t into the 
parents' and teachers' concept of educational and posit ive 
readings . 
The children, howeverA refuse to embrace everything 
presented to them by their elders. The older the 
children, the more they are repelled against the 
education elements imposed from above. They demand to 
have their own choices and by insis t ing on reading comics, 
especially the Japanese comics, the children are showing 
their resistance against the attempt of exercising 
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control from parents and teachers. In addition, some 
children even suggested le t t ing the market determine 
everything: Japanese comics versus Chinese comics, comics 
for education or entertainment. The children t ry to use 
the market to empower themselves against the supervision 
from their elders. 
6,10 Concluding Remarks 
The discourse for the elders and children on the 
subject of reading comics is different from the national 
discourse set by the government, The nation—state s t r ikes 
most on the ideological aspect while the parents and 
teachers thought in the local and personal approach. The 
elder 's concern is mostly on the academic achievement of 
children and the educational aspect of comics. Parents 
and teachers are also against the young generation in 
reading Japanese comics because comics were t radi t ional ly 
for the i l l i t e r a t e people. The pornographic and violent 
comics are easily accessible by the teenage students 
since there is no market regulation for comics. The 
elders themselves have d i f f icul ty understanding modern 
comics. From the elders' point of view, the subversive 
and Nippon-centric elements become very dangerous to the 
children, i f consumed without their guidance and 
supervision. 
The elders are trying to retain their influence 
through banning the children from reading comics but the 
children want to get away from their control. I t has 
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resulted in a negotiation between these two par t ies and 
school grades become a trade-off : the bet ter they perform 
at schools, the less res t r ic t ion will be exercised by the 
parents and teachers. 
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Chapter 7 
Conclusion 
- I n China, comics or cartoon is less a mere leisure product 
than a ba t t l e f i e ld of ideological struggles . Chinese comics 
exist as a resul t of the synthesis of a form of popular culture 
and children 's l i t e ra tu re . I t leads to d i f ferent discourses 
concerning the domination of Japanese comics, the 
rejuvenation of Chinese comics and the social function of 
comics. By showing the struggles between the younger 
generation and the older generation on the above issues, the 
research also i l l u s t r a t e s how hegemony operates and how s ta te 
control i s maintained, resis ted, and subverted. 
From an his tor ica l approach, comics were employed by the 
Chinese Communist Party in 、、creating a collective national 
popular will or moral and in te l lec tual leadership'' (Farquhar 
1995:156). The Chinese Communist Party has consistently 
endeavored to engineer the pleasure of comics to the end of 
retaining power and bolstering their own ideological 
legitimacy. The situation changed, however, a f te r the 
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economic reform during the Open Door Policy in 1978. The 
comics market has been'flooded with Japanese comics and the 
young generation prefers not to read local comics, which have 
been thought for boasting the ideological control of the s ta te 
government. The government has been relat ing the c r i s i s in 
the comics market with the c r i s i s in Chinese culture and the 
decline in the par ty ' s hegemonic control. The Chinese 
Communist Party thus embarked on the task of advocating 
Chinese culture and comics through ideological persuasion. 
Tight res t r ic t ions were imposed on comics and animation 
production. The 5155 Program was then introduced to boost 
Chinese comics and the policy has helped creating a local 
environment without the importation of foreign comics, 
especially Japanese comics. 
Beij ing dart〇〇n f as a state-owned comics periodical under 
the 5155 Program, has a mission of advocating comics with 
Chinese features• By studying the part ies part icipated in 
the production process of B e i j i n g Cartoon, I found that the 
production and consumption of comics are actually as the mixed, 
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uncertain, contradictory processes. These resul t in the 
weakening of the control and an unstable blending of 
domination and resistance (Traube 1995:142). 
The leaders of the Beij ing Publishing House, the editors 
and junior a r t i s t s of Beij ing Cartoon have attempted to use 
comics as forum for controversial ref lec t ion on 
understandings of comics with Chinese charac ter is t ics , the 
autonomy of individual creat iv i ty , and market 
commercialization. The senior a r t i s t s , parents and teachers, 
operating outside of the structure of the comics industry, 
have asserted their power and duty to educate and influence 
the young generation. The readers, as social actors in the i r 
own r ight , are also engaged in negotiating the content and 
themes of Chinese comics• 
The older generation, including the leaders of the Beij ing 
Publishing House, senior comics a r t i s t s , and elders are more 
concerned with presenting positive role models with Chinese 
characters and in Chinese set t ing. In addition, they also 
emphasize the educational purpose of comics for maintaining 
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some influence over the young generation. The teenagers, on 
the other hand, favour' the foreign comics with the elements 
of- entertainment. For the young generation^ such as the 
junior comics a r t i s t s and teenage readers, reading Japanese 
comics i s a symbol of thei r connection with the outside world. 
By rejecting the locally produced comics, the teenagers are 
exercising their right to choose the genres of comics so as 
to r e s i s t the res t r ic t ions and education set upon them. There 
i s a tension between the old and young generation because the 
former party i s relying on the s tate government to set up 
policies and capital for publishing some educational 
materials . The la te r party is shif t ing to put more emphasis 
on the market so as to empower themselves by influencing the 
content and styles of comics• 
Indeed, market forces are becoming the greatest threat 
to the Chinese Communist Party's maintenance of ideological 
control over comics production. Comics have become 
ins t i tu t ional ized. The editors, as government o f f i c i a l s , 
are worrying not about how to stem the popularity of comics, 
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but how to balance i t s inevitable commodification with 
ideological control. 'In principal , the content of B e i j i n g 
Cartoon should have been propaganda in nature. I t s 
production, dis t r ibut ion and content have been circumscribed 
by the ideological imperatives of the Chinese government. 
The editors of Beij ing Cartoon readily accept the notion that 
the i r work must serve po l i t i ca l and social ends, and that i t 
must function as a form of both ideological and moral 
education for the young generation. Even so, they hesi tated 
to appear direct ly educational and promotional. Beij ing 
Cartoon has set columns to discuss Japanese comics, not 
Chinese comics only, to a t t rac t the readers in the market. 
The economic reform has created a contested s i t e and 
discursive space for comics editors, a r t i s t s , parents, 
teachers and the readers. 
Appendix 1 
Informants' List on Comics Readers 
Coding Name/ Nickname Sex Age Education 
Background 
1 Jing-xin Female 1 6 High School 
Student 
Ryu Male 2 0 Vocational School 
Student 
3 Xiao Gao Female 1 3 Junior High School 
Student 
4 Chang-ting Female 1 4 Junior High School 
Student 
5 Wen-na Female 1 4 Junior High School 
Student 
6 Tornado Female 1 3 Junior High School 
Student 
7 Xiao-xi Female 1 3 Junior High School 
Student 
Xia-xue Female 1 4 Junior High School 
Student 
9 Xiao-wei Male 1 4 Junior High School 
Student 
1 0 工 . T . Female 1 8 Normal College 
Student 
1 1 Tiger Female 1 4 Junior High School 
Student 
1 2 Xiao-wu Male 1 8 High School 
Student 
Pai Male 1 6 Vocational School 
Student 
1 4 Xiao-ming Male 1 5 Junior High School 
Student 
Xiao-cao r Female 1 9 University Student 
*16 Xiao-huan Female 19 University Student 
*17 Xiao-xue Female •14 Junior High School 
Student 
*18 Xiao-liu Male 17 High School 
Student 
*19 Xiao Zhang Male 17 High School 
Student 
*20 Xiao-hu Male 19 University Student 
21 Jing-j ing Female 20 University Student 
For the informants with the symbol of、、•",工 have conducted 
the in-depth interviews with them and also some of the i r 
parents and teachers. 
Informants' List on Junior Comics Artists 
Coding Name/ Nickname Sex Age Profession 
22 Xiao Cao Male Above 
30 
Art Editor 
- 2 3 Lao Lin Male Above 
30 
Art Teacher of 
a Primary 
School 
24 Xiao Hao Male 18 High School 
Graduate 
25 Xiao Wei Male 23 Magazine 
Editor 
26 Xiao Rong Male 27 Free-lance 
Ar t i s t 
27 Xiao Cheng Male 19 Tert iary 
Student 
28 Xiao Feng Male Above 
20 
Art Teacher of 
a Primary 
School 
29 Xiao Li Male Above 
20 
Free-lance 
Art is t 
30 Xiao Yang Male 23 Art Teacher of 
a Tert iary 
Ins t i tu t ion 
31 Xiao Xie Male 22 University 
Graduate 
32 Xiao Hua Female 23 Art Teacher of 
a Primary 
School 
33 Xiao Ni Female 23 Free-lance 
Ar t i s t 
34 Xiao Yi Male 21 Free-lance 
Art i s t 
* The pseudonyms are used to refer to the informants. 
Informants' List on Junior Comics Artists 
Coding Name/ Nickname Sex Age Profession 
22 Xiao Cao Male Above 
30 
Art Editor 
- 2 3 Lao Lin Male Above 
30 
Art Teacher of 
a Primary 
School 
24 Xiao Hao Male 18 High School 
Graduate 
25 Xiao Wei Male 23 Magazine 
Editor 
26 Xiao Rong Male 27 Free-lance 
Ar t i s t 
27 Xiao Cheng Male 19 Ter t iary 
Student 
28 Xiao Feng Male Above 
20 
Art Teacher of 
a Primary 
School 
29 Xiao Li Male Above 
20 
Free-lance 
Art i s t 
30 Xiao Yang Male 23 Art Teacher of 
a Ter t iary 
In s t i t u t i on 
31 Xiao Xie Male 22 University 
Graduate 
32 Xiao Hua Female 23 Art Teacher of 
a Primary 
School 
33 Xiao Ni Female 23 Free-lance 
Ar t i s t 
34 Xiao Yi Male 21 Free-lance 
Ar t i s t 
* The pseudonyms are used to refer to the informants. 
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